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Tiffany Windows in Richmond and Petersburg, Virginia
by Rachel M. Bradshaw
Abstract
Louis Comfort Tiffany began his career as a painter in the 1860's, illustrating his
love of color and nature through genre scenes and landscapes. Unfulfilled as a painter he
established a successful interior design firm, L. C. Tiffany and Associated Artists, designing
interiors for America's rich and elite, all the while trying to bring his vision of beauty
within their reach. He is greatest remembered by his contributions to the industry of
colored glass and the development of Tiffany Studios. Inspired by the colors in the
stained glass windows of the twelfth and thirteenth century and by the lack of quality glass
available to American glass artisans during the close of the nineteenth century, Tiffany
devoted his life to the development of new colors, textures and patterns in glass and
techniques in leading of windows. His salesmanship, desire to meet the needs of his
clients, as well as his reputation for being a perfectionist helped him to create colored glass
windows with subjects ranging from purely decorative to religious and mythological
imagery and landscapes for churches, businesses, and homes in the fifty states and many
countries abroad. The cities of Richmond and Petersburg, Virginia house over fifty
Tiffany Windows in their churches and cemeteries. Much of the documentation on these
windows is limited or lost consisting of mainly brief mentions in Vestry and Session
Minutes. A major find was the discovery of an original black and white drawing of one of
these windows. This paper will discuss these findings in order to document, catalog,
describe and analyze these windows.

Introduction
The tum of the twentieth century was a period of great innovation. The world
was showing extensive progress in many areas such as transportation, communication,
and science. In America, railroads and motor cars allowed citizens to travel more
quickly and more conveniently than ever, while telegraphs and telephones could send
messages instantly. Progress was also being made in the decorative and industrial arts,
specifically in the field of stained glass. The lack of quality stained-glass
manufacturers in America left artisans to depend on European and English glass,
usually what the foreign glass workers had rejected. This led American artisans to
experiment to find ways to improve the quality of glass and to discover a variety of
techniques and colors never before seen. Coinciding with a growing religious fervor
begun during the 1870's in which new churches were being built by the dozens, this
interest in colored glass contributed to the market for windows depicting religious
scenes and saints for these new churches. Existing churches also felt the desire for
these inspirational and artistic colored glass windows and were quick to commission
them from a number of glass studios created at this time. Perhaps the most prestigious
of these studios was Tiffany Studios ofNew York under the direction ofLouis
Comfort Tiffany. Tiffany and his staff created numerous windows located in the fifty
states and many countries abroad. The cities ofRichrnond and Petersburg, Virginia,
house over fifty Tiffany windows in their churches and cemeteries. The amount of
original documentation on these windows is scarce. It consists mainly of brief
mentions in Vestry or Session Minutes and in books on memorials at various churches.
Occasionally an original receipt or letter is found A major find was made upon the

1

2
Richmond.

This thesis will document as well as catalog, describe and analyze these

Tiffany windows.
The life ofLouis Comfort Tiffany began on February
Lewis Tiffany

18, 1848. Born to Charles

(1812-1902) and Harriet Olivia Avery Young (1816-1897)Louis would

know a life of wealth, beauty, and good taste. CharlesLewis Tiffany was the force
behind the famous Tiffany & Company, best known for its superiority in the quality of
its jewelry and silver. Charles' hope was that his only sonLouis would follow in his
footsteps and learn the skills of a businessman so that he could inherit his legacy.
Little did Charles know that whenLouis was admiring the sparkling color of the rubies
and emeralds in his father's store it would foreshadow his quest to capture the
brilliance of such jewels in glass. Louis chose not to conform to his father's desires
and strove to be an artist. 1
Tiffany acquired his earliest artistic training at Eagleswood Military Academy in
Perth Amboy, New Jersey, at the age offtfteen. Louis was emolled at Eagleswood
from

1862-1865. In 1863, the landscape painter George Inness came to Eagleswood

to teach, being offered a house in exchange for a painting which later turned out to be
one of his masterpieces, Peace and Plenty. Inness' approach to teaching was rather
hands-off, allowing the students to simply paint while he would occasionally comment
on their work and share philosophical insights2

Other influences on Tiffany's

1Michael John Burlingham, The Last Tiffany: A Biography of Dorothy Tiffany Burlingham
(New York: Atheneum,

1989),

xviii-xix.

2Doreen Bolger Burke, "Louis Comfort Tiffany and His Early Training at Eagleswood,

1865," The American

Art Journal

19,

no.

3 (1987): 30, 36.

1862-

Tiffany described his experience with

Inness in Charles DeKay, The Art Work of Louis Comfort Tiffany (New York: Doubleday, Page,

1914;

reprint, Poughkeepsie, N.Y.: Apollo,

1987), 78.

3

painting include French academician Leon Bailly in Paris; Samuel Colman, an
American painter interested in the decorative arts; and Edward C. Moore, the art
director for Tiffany & Company. 3 Tiffany's paintings illustrated his love of color and
nature, usually depicting country scenes and city streets.
Although recognized as an accomplished painter, Tiffany was not fulfilled by
painting alone. He wanted to affect people with his ideal of beauty and taste. In 1879
Tiffany formed his first business, L.C. Tiffany & Associated Artists, an interior
decorating firm in partnership with Samuel Colman, Lockwood De Forest and
Candace Wheeler. According to Wheeler, Tiffany's aim was to go "after the money
there is in art... "4 The Associated Artists designed interiors for America's nouveau
riche and elite with clientele such as the William Vanderbilts, the Henry 0.
Havemeyers, and President Chester A. Arthur, who commissioned the redecoration of
the interior of the White House. Although successful, the Associated Artists
disbanded in 1883 due to Tiffany's increasing interest in the improvement of American
glass. With L.C. Tiffany & Associated Artists terminated, Tiffany was free to pursue
his experiments in glass. 5

3 Although

these artists may have influenced Tiffany's training in painting, his real education

came from reading, travel, and experimentation. If he was inclined to learn about a process or
technique, he would study and experiment until he was satisfied with his results. Hugh McKean,
Louis Comfort Tiffany As I Remember Him (Winter Park, Fla: Rollins Press, 1977), 3.
4Candace Wheeler, Yesterdays in a Busy Life (New York: Harper and Brothers Publishers,
1918), 231-2.
5Comrnenting on the splitting up of the Associated Artists, Candace Wheeler wrote, "I think

Mr. Tiffany was rather glad to get rid of

us

all for his wonderful experiments in glass iridescence,

which were to culminate later in the manufacture of 'Favrile glass', meant far more to him at the time
than association with other interests." Wheeler, 256.

4

Tiffany's obsession with glass began during his early trips overseas in 1868 where
he discovered the stained-glass windows of Chartres Cathedral made during the
twelfth and thirteenth centuries. The glass in these windows had a richness and purity
of color not present in the windows of the nineteenth century. Medieval artisans used
pot-metal glass into which metallic oxides were dissolved while in its molten state.
This created the deep reds and blues still seen in the Chartres windows. Tiffany came
to realize that the nineteenth century windows lacked the brilliance and quality of this
medieval glass. Instead, nineteenth century artisans placed more emphasis on
naturalistic detail rather than on color, using enamels to create the effects of drapery,
hair, facial features, and foliage. This excessive use of enameling made the window
glass more opaque and allowed less light to pass through, thus darkening the glass and
lessening its brilliance. Tiffany wanted to recreate the techniques of the Chartres
artisans, restore the color, and improve upon them by developing new types of glass
which would eliminate the need of enamels in representing clothing, foliage and flesh
tones.
Tiffany's experiments began in the 1870's at various glass studios throughout
New York. His lack of training and experience in the field of glassmaking did not
dissuade him from pursuing his quest for "Beauty" in glass. His good fortune of being
born to the wealthy Tiffany legacy allowed him an almost limitless source of finances
to support his endless experiments and failures. In 1878, Tiffany established his own
glass studio under the charge of Andrea Boldini, previously of the Murano glass
factory in Venice. The occurrence of two successive fires destroyed this and another
glass studio, leading Tiffany to the Heidt Glasshouse in Brooklyn to continue his

5

experiments. Although Tiffany made many improvements in glass making while at the
Heidt Glasshouse, he soon came to realize that without his own glasshouse he could
not make the truly beautiful windows he imagined. 6 He needed to build his own
furnaces where he could control every aspect of the glass making process without any
interference from those who did not share his vision. In 1893, Tiffany built the
Stourbridge Glass Company in Corona, Long Island, and placed Arthur J. Nash, an
experienced glass maker from Stourbridge, England, in charge of the furnaces. In
1902, the glass house changed its name to Tiffany Furnaces.

The quest for excellence in American glass was shared by others loosely referred
to as the American School of Stained Glass. This movement included Tiffany and
John La Farge as its forerunners along with Maitland Armstrong, Henry
Crowninshield, Otto Heingke, Frederick Lamb, and Florena Tillinghast7 Working
independently toward the elimination of the use of paints and stains (except for flesh
details in figural pieces) these Americans revolutionized the use of opalescent glass,
the process of plating, and the use of leading as an"artistic element in the work"8
Tiffany's advantage in this movement was his wealth and the reputation of his father's
Tiffany & Co. As noted above, money was no object in Tiffany's many failed
experiments and excessive use of materials. He also had a reputation for having

6Tiffany's biggest rival, John La Farge had also performed several of his glass-making
experiments at the Heidt glasshouse. Barbara Weinberg, The Decorative Work of John La Farge
(New York: Garland Publishing Inc., 1977), 358.
7Alastair

Duncan, Tiffany Windows (New York: Simon and Shuster, 1980), 11.

8Louis Comfort Tiff any, "American Art Supreme in Colored Glass," The Forum 15 (July

1893): 625.

6

"inexhaustible energy and a prodigious capacity for work. "9 His overwhelming
perfectionism lent a superior quality to his windows rarely achieved by his
contemporaries.
The use of opalescent glass in windows was a revolutionary idea. Opalescent
glass can be characterized as having semi-opaque qualities which diffuse light corning
through it. The glass usually contained veins of color throughout the sheet and could
be used in a number of situations to simulate "the delicate shadings in the skin of fiuit,
the petal of a flower, or the veins of an autumn leaf "10 Although credit for the
invention of opalescent glass has been debated and argued by critics and authors alike,
the glass was actually first used in vases and decorative objects made by firms such as
the Boston & Sandwich Glass Company in 1838. It was not until the 1870's when
artists like John La Farge and Tiffany began to experiment with and incorporate its use
in windows. La Farge, Tiffany's biggest rival, was usually credited with being the first
to use opalescent glass in picture windows.11 On November I 0, 1879 John La Farge
applied for a patent for improvements for a "Colored-Glass Window" using opalescent
glass which was granted on February 24, 1880. His goal was "to obtain opalescent
and iridescent effects in glass windows, to insure translucency of the glass used therein
and lessen complete transparency ... " He also stated that he had "discovered that
opalescent and iridescent effects may .. be obtained for windows by the employment of
9Burlingham, 32.
10S[amuel] Bing, Artistic America. Tiffany Glass and Art Nouveau (Paris: Privately
printed, 1896; reprint, Cambridge: MIT Press, 1970), 143.
11Barbara Weinberg summarizes the "relationship" between Tiffany and La Farge signifying
La Farge's primacy in the use of opalescent glass for pictorial windows and suggesting the decline of
their "friendship" due to their rivalry. Weinberg, 363-368.

7
that class of glass known as 'opal glass', it being commonly used for table-ware and
fancy articles, such as boxes, but never for windows."12
La Farge's patent carne almost a year before Tiffany was granted three patents,
two of which were for improvements in making colored-glass windows. Applied for
on October 25, 1880 and granted on February 8, 1881, patent No.237,417 described
the existence of an "intervening air-space" between two layers of glass "so as to permit
of [sic] the free passage of the rays of light through one mosaic before it passes to and
through the other mosaic. The effect on the opalescent glass is to greatly increase its
brilliancy and iridescence."13 Also granted on the same day was patent No. 237,418
which incorporated the addition of:
a metallic luster being given to one surface of pieces of glass and the insertion of
such glass among other pieces of colored glass in a window or mosaic. The effect
is a highly iridescent one and of pleasing luster, changeable from one to the other,
depending upon the direction of the visual ray and the brilliancy or dullness of the
light falling upon or passing through the glass. 14
Although Tiffany was not the first, then, to patent the use of opalescent glass he
was a force in improving its quality and variety. A later patent granted to Tiffany on
November 13, 1894 encompassed nearly everything made by Tiffany's firm. This
patent granted Tiffany his trademark for "Favrile" glass with which he would be
identified from that point on. The word "Favrile" is derived from the old English

12Soecifications and Drawings of Patents, issued from the United States Patent Office for
February, 1880, from Weinberg, 359-362.
13Tiffany's patents were listed and described in Robert Koch, Stained Glass Decades: A
Survey of Louis Comfort Tiffany(1848-1933) and The Art Nouveau in America (Ph.D. diss., Yale
University, 1957), 64-66.

14Koch, 65.
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"fabrile" meaning handmade. The label favrile was placed on the majority of glass
made by the studio for windows, mosaics, and glassware indicating that every object
made by Tiffany and his firm was made by hand. It also referred to a variety of
"wrought or blown" glass that could be "flat, foliated, convoluted, cylindrical,
globular, or cubical, of one color or many, laminated, floriated or foliatious. "15
Drapery glass was also a great innovation in the quest to eliminate the use of
enameling on glass. To achieve the look of drapery folds artists previously had
painted shadows on a sheet of glass, or had placed pieces of glass of the same color,
but of various shades, next to one another. As noted above the extensive use of
enamels and leading needed to achieve these effects greatly diminished a window's
translucency. Tiffany sought to solve this problem, and after much experimentation he
was able to develop drapery glass, bringing him another step closer to his ideal of a
beautiful window. This type of glass was made when pot-metal was forced into
drapery folds and wrinkles while in molten form. It was commonly used for the
vestments of saints or the robes of allegorical or mythological figures and later was
sometimes seen in flower petals. The variations in thickness in one sheet of drapery
glass allowed different amounts of light to pass through giving the illusion of the folds
in fabric. The thickness made the glass difficult to cut and contributed to its expense,
and thus most artisans chose not to use it. Tiffany with his vast wealth and propensity
for the best took advantage of this new material and used it to add to the richness of

15Robert Koch, Louis C. Tiffany, Rebel in Glass (New York: Crown Publishers Inc.,

1966), 118.
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his colored glass. He thereby created some of the most beautiful windows of the tum
of the twentieth century.16
Tiffany became aware of a number of glass techniques in their experimental
stages or those known previously in history and developed them so that they became
his own. For the representation of foliage in windows Tiffany modified an old
Venetian method of embedding small pieces of colored glass into a sheet of clear glass.
This glass, known as "fractured", "confetti", and sometimes "foliage" glass, was used
frequently in backgrounds of landscape and floral windows creating the look of
diffused and variegated foliage. To eliminate the need for enamels for certain details,
Tiffany occasionally employed the use of hydrochloric acid to etch an area of the glass.
This etched or "flashed" glass consisted of two or more colored layers which were
rolled together. While still in molten form, these two layers were made to form a
single sheet. Hydrochloric acid and an acid resistant wax were then applied to eat
away the exposed area creating a multi-colored design. This method would have been
used to produce horizontal cloud formations in the sunsets so often seen in Tiffany
landscape windows. Another common occurrence was the use of glass "jewels" in a
variety of colors, sizes, and shapes. By pouring molten glass into molds, Tiffany
produced jewels with multifaceted surfaces which reflected light like a prism when
placed in windows. The jewels were usually found in crowns, crucifixes, the centers
of flowers, or as accents in geometric borders.17 Such experiments went on and on,

16Tiffany, 624. Tiffany discusses his chemists working to make drapery glass in Louis
Comfort Tiffany, "The Quest ofBeauty," Harper'sBazaar (December 1917):

43.

17" American Progress in the Manufacture of Stained Glass," Scribner's Monthly 21
(January 1881): 486. Duncan, 98.
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with failure after failure, along with his successes, until Tiffany and his chemists had
produced a kaleidoscope of colors, textures, and patterns which filled hundreds of bins
throughout the studio.I8
Even with these thousands of sheets of glass of varying colors, sometimes the
desired shade or tone was not available. This was when the artist would resort to
"plating." Plating was the superimposing of one piece of glass over another to achieve
a particular color, shade, or opaqueness. It was commonly used by American artists at
the tum of the century for this purpose. Tiffany would commonly have plated areas on
his windows two to three layers thick, and in a few instances as many as six layers,
whereas his contemporaries usually settled for one or two layers to achieve the desired
result. He also sometimes plated on both the front of a window, to diffuse and soften
the light, and the back, to create perspective. 19 This heavy use of plating sometimes
disgusted the architects when these plated windows were seen from the outside
marring the view of the exterior with thick layers of glass held together with leading.20
Another disadvantage to this extreme plating was the stress which was placed on the
window from the extra weight of the additional layers. Tiffany knew of these

18Cecilia Waern described the amount of glass available to Tiffany after a visit to the Corona
glassworks on Long Island. She observed "from 200 to 300 tons of it [ Favrile glass] generally kept
in stock in the cellar of the building, partly in cases, partly in labeled and numbered compartments or
racks. These number 5000

-

i.e. 5000 colours and varieties are kept accessible.. " Cecilia Waern, "The

Industrial Arts of America: II. The Tiffany or 'Favrile' Glass." The Studio 14 (1898), 16.
19Duncan, 99.
2°

Charles Connick, Adventures in Light and Color: An Introduction to the Stained Glass

Craft (New York: Random House, 1937), 124.
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problems, but his overall goal was to make the window according to his vision of
beauty and color was of utmost importance.
Coinciding with the increasing quality of American glass and the allowance for
more sunlight to be transmitted was the progress being made in leading techniques. In
the windows of the Middle Ages, the cames, or strips of lead which held the pieces of
glass together, were bulky. Being used primarily for support of the glass pieces, the
cames sometimes crossed haphazardly across an arm or leg. American window
makers were using sheets of glass with increased size and strength which permitted
them to use less leading. New methods were devised for reinforcing these leads
allowing the artist to incorporate them into the design of the window rather than for
mere support.21

For instance, in the representation of foliage, leads were sometimes

shaped and textured to simulate the look of branches or tree trunks. In depicting
drapery, the leading would follow the seams of the fabric. These factors contributed
to the phenomenon which occurred in these windows when seen at night in reflected
light. Previously, stained glass windows seen at night resembled a jumble of lines
crossing one another. Using the new method, the design of the window was
represented by the lead lines and increased its decorative value. 22
It was because of these numerous methods and complex techniques that
American artists like Tiffany insisted on supervising every step of the window making
process. Previously, an artist would submit his design to the glass maker who would
cut the glass and assemble it, choosing colors he found appropriate. Then another

21 Tiffany, "American Art Supreme in Colored Glass," 625.
22 "American Progress in the Manufacture of Stained Glass," 486.
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person would paint the details on the glass, at which point it was to be fired. By the
end of this process the artist's conception, with the exception of basic design, had been
greatly altered. By contrast, the course of a Tiffany window was supervised every
step of the way by the eyes of a perfectionist.
The conception of a Tiffany window began with a color sketch to establish the
composition and color scheme from which a full-sized sketch or cartoon was made.
Two transfers were made from this cartoon, one kept by the artist as a guide for
leading the glass together and the other divided into patterns to be arranged upon a
glass easel against a light source. The artist then selected a sheet of glass for a section
of the design, for example a sleeve. He then removed the paper pattern and held the
glass between the light and the easel to reveal the opening left from the extraction of
the piece of paper. After finding the proper piece of glass the glazier marked the area
to be cut and, using the paper pattern as a template, cut the glass with a diamond.
This "proper piece" was sometimes in the center of a sheet of glass. Regardless,
Tiffany would have it cut despite the wasted glass. This cut piece was placed upon the
glass easel with wax replacing the paper pattern. This process was repeated until the
entire pattern was replaced with glass pieces. Moderations and changes could occur
along the way as well as plating to achieve the artist's vision.23 The final inspection
came from Tiffany who would reputedly carry a stick and punch out pieces of glass he
found unsatisfactory, no matter the size24

23 Tiffany, 626.
24 Hugh McKean, The "Lost" Treasures of Louis Comfort Tiffany (Garden City, N.Y.:
Doubleday & Co., 1980), 41.
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The majority of windows commissioned were figural subjects for ecclesiastical
buildings. Popular scenes consisted of Jesus Christ portrayed as "The Good
Shepherd" or in "The Ascension " These types of windows were meant, according to
Alastair Duncan, Tiffany scholar and collector, to "educate and elevate the
congregation" and were usually memorials to departed loved ones.25 Tiffany's
persistent creativity urged him to expand on the available subject matter for windows
and to create a number of landscape windows. At first, Tiffany met with resistance
from clients who thought that a landscape window, no matter how beautiful, was
inappropriate for an ecclesiastical setting. He was able to convince his clients by
representing the scene as a symbolic landscape by referring to specific lessons from the
Old and New Testaments. For example, a scene with a fawn drinking from a stream in
a forest was made appropriate by citing the 42nd Psalm of David which reads, "As the
Hart Panteth After the Water Brooks, So Panteth My Soul After Thee 0 God. "26

A

common representation of a stream or river flowing from distant hills symbolized a
person's journey from birth to death, and was entitled "The River of Life." Scenes of
"Sunrise" and "Sunset" were used similarly, indicating one's limited time on earth.
These landscape windows were Tiffany's favorites because he was able to use Nature
as his inspiration, a practice which he held since his youth and preached until his dying
day. The Studio's other window commissions came from a variety of institutions
ranging from universities, such as Yale's Chittenden Library, where an allegorical
figure represents "Education," to private clients who desired portraits of family

25

Duncan, 163.

26

Duncan, 106.
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members usually clad in flowing drapery with a garden-like background.

Other

windows were simply ornamental with a variety of colors and patterns and sometimes
floral designs.
The task of identifying a window by Tiffany Studios can sometimes be difficult.
When signed, a stamp usually appears in the lower right corner on the glass of the
window. Unfortunately, Tiffany rarely signed domestic windows, and sometimes
neglected to sign religious and institutional windows as well. The signatures, when
present, reflect the different stages of development of the studios. The wording of the
label changed from "Tiffany Glass Company, New York," to "Tiffany Glass &
Decorating Company, New York," and finally in 1902, to "Tiffany Studios, New
York." (Fig. 1) One is advised never to rely solely on the signature for authentication
of a Tiffany window. Many "self-proclaimed authorities" or "unscrupulous dealers"
have been known to attach labels to unsigned windows27

The Studios did publish

three booklets which help in the identification of Tiffany windows listing commissions.
These booklets, printed in 1893, 1897, and 1910, were not a complete record of the
Studio's production, for they excluded domestic commissions. Also omitted are the
number of commissions made after 1910 until the closing of the firm in 1932. This
makes it difficult for one not familiar with the techniques and quality of materials of
Tiffany Studios to identifY a Tiffany window. Even with this knowledge, one may err
in identification. Certain motifs usually associated with Tiffany windows, such as
peacocks, sunsets, maidens, fountains, lilies and other flowers were common in
windows made by other glass studios. Another caution comes from a survey made by
27 Tiffany Studios, A Partial List of Windows (n.p., c. 1910; reprint, with preface by John
H. Sweeney, Watertown, Massachusetts: Tiffany Press, 1973), ii-iii.
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The most common form of signature
found on windows between

I

890

and 1899

An unusual signature from the same
period, giving the year of the
commiSSIOn

·:�:�i. . . �-;:�:�� f��� ;_���:
.
-

�.

:.

..; J¢4;�,:-:_;. -�'::r:.�- .:�.��·:,
TJffANY�STVD10S

The standard signature from 1900
to 1915. The firm's name was
sometimes accompanied by the date

An unusual signature, c1rca 1905

The standard signature from circa

1915. Initially in black or red
enamel, it was later etched on to the
glass, sometimes with the date

Fig. 1. Samples of Window Signatures, from Alastair Duncan, Tiffany Windows (New
York: Simon and Shuster, 1980), 192.
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John H. Sweeney of glass remnants of the former Heidt Brothers Glass Co. where
Tiffany experimented and was supplied with much of his early glass. The survey
reveals that a variety of pressed, textured, and drapery glass was made for Tiffany and
for others as wel128 Many of Tiffany's designers were known to have branched out on
their own after working for Tiffany for a time. It was also not uncommon for artisans
from the Window and Glass Departments to move to other firms as the workload
required29 Without a signature or indication in records, many Tiffany windows may go
unrecognized and risk being destroyed or forgotten.
In the beginning, Tiffany designed the majority of the firm's windows. After

1915, as the amount of commissions grew and his need to tend to more administrative
duties grew, it was necessary for him to hire a number of qualified designers to help
meet the demands of the public. While he continued to design the most prestigious
commissions as well as those personal to him, he turned over the majority of the
design processes to his Design Department. Of course, Tiffany still maintained
supreme control over all designs requiring that they be approved by him before being
shown to a client. Tiffany's principal designer was the Englishman Frederick Wilson.
Wilson (1858-1925) was an English painter who began working with Tiffany in the
early 1890's. By 1900, he had established himself enough to become Tiffany's chief
designer. The majority of the firm's figure windows were designed by Wilson.Jo Other

28 Tiffany Studios, iii.
29 Duncan, 65.
30

Duncan, 65.
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important designers for Tiffany included Edward Peck Sperry, JosephLauber, J.A.
Holzer, Will H. Low, and Agnes Northrop.
The peak of the firm's window production was between 1900 and 1910.
However, throughout its existence windows were not the only product being made by
Tiffany Studios. An advertisement in The ArchitecturalRecord from 1900 for Artistic
Memorials lists the availability of windows, tablets, and monuments in a variety of
materials such as bronze, brass, mosaic, granite and marble. 31 A later publication from
1911 entitled Examples ofRecent Work from the Studio ofLouis C. Tiffany offers
other goods which the firm would provide ranging from frescoes to altar furnishings. 32
The production of another favorite commodity of the firm resulted in the excess of
glass remnants too small to be used for the windows. The firm's Lamp Shop was
developed in the 1890's to manufacture lamps using similar methods and motifs seen in
the windows. Designs usually followed a floral theme with exceptions being the
"Dragonfly" or "Pebble" variety.
Tiffany's popularity seemed to decline as quickly as it had developed. The period
following the studio's peak of success saw a change in the art scene of America. The
appeal of the sinuous and organic Art Nouveau style, which found its inspiration in
nature, and to which Tiffany belonged, was being replaced by the various modern
movements such as Cubism, Fauvism and Abstractionism which stressed form, line,
and technique. The Armory Show of 1913 in New York was a turning point for this

31

Advertisement for Tiffany Studios, Artistic Memorials, The Architectural Record 9 (April

1900): 30.
32

Ethel Syford, Examples of Recent Work from the Studio of Louis C. Tiffany, Tiffany

Studios booklet, 1911; reprint, from New England Magazine, n.s. 45 (September 1911), 30.
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artistic style with the introduction of Modernists such as the Frenchman Marcel
Duchamp who displayed his Nude Descending a Staircase at the exhibition. Tiffany,
like many American artists, was shocked by the works presented at this show and
considered them ugly and unnatural. He accused the Modernists of worshipping "the
idol of technique" rather than pursuing beauty, "hoping that they may light upon some
invention which will make them famous. "33 In the 1920's Tiffany was in his early
seventies and he participated less and less in supervising the production of windows.
In turn, the quality of these windows diminished. The public became less concerned
with stained glass as an art medium, and Tiffany's windows, as well as his lamps, were
thought of as passe and gaudy. Tiffany retired in 1919, dividing Tiffany Studios into
Tiffany Furnaces and the Tiffany Ecclesiastical Department. At this point the furnaces
were taken over by A Douglas Nash who continued to produce Favrile glassware, and
the production of windows, mosaics and lamps, and the like was continued by the
Ecclesiastical Department. In 1928, Tiffany withdrew all financial support from both
divisions, forbidding the use of his name on future productions, and in 1932 the
studios declared bankruptcy, denoting the end of an era.
While still in their prime, Tiffany Studios produced approximately fifty windows,
of which forty-six are still extant, in Richmond and Petersburg, Virginia. 34 Richmond
33

Louis Comfort Tiffany, "What is the Quest of Beauty?" International Studio 58 (April

1916): lxiii.
34

A Partial List of Windows released by Tiffany Studios in 1910, lists ecclesiastical and

institutional commissions made across the United States and Europe. Under the headings of
Richmond, Petersburg and Manchester, Virginia there are a total of twenty-five windows listed. The
ones accounted for have been included in this catalog. There are four windows on this list which
have been lost, misplaced or destroyed These include from All Saints Episcopal Church, Richmond,
the Saunders Memorial window, entitled "Resurrection" and the Freedly Memorial window,
representing "Christ Blessing Children." Another window unaccounted for is the Poe Memorial
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at the tum of the twentieth century was a bustling city profiting from a number of
thriving industries including those of tobacco and iron. The city remained a center for
historic interest as it became a flourishing metropolis35 Richmond is fortunate to still
have a majority of these windows in existence. Although some have disappeared or
been altered from their original installation, these windows continue to serve as
markers from a time of wealth and opulence. Petersburg, on the other hand, contains
only two buildings with known Tiffany windows. However, one of these, Old
Blandford Church is one of the few whose entire collection of windows were from
Tiffany Studios. Inspired by the enormous nostalgia for the Lost Cause of the South
during the Civil War, the church serves as a memorial to those who died in Petersburg
fighting for this cause. This catalogue documents, describes and provides an analysis
of these windows in an attempt to provide an accurate account of their history and
importance.

window for the Confederate Museum, entitled, "Spirit of Confederacy." In the early 1900's the White
House of the Confederacy was used as the Confederate Museum. There is evidence of stained-glass
windows in the White House , but the current Museum of the Confederacy has conceded that these
window were from the studio of Otto Heinigke, a rival of Tiffany. Under the heading of Manchester,
a Hall Memorial window is listed as being commissioned for their Presbyterian Church, most likely
Southminster Presbyterian. The window was vandalized while the church, now demolished, was
vacant. Ann Holiday, "Window Works," Richmond News Leader, 23 February 1990, 19,23.
35

On Richmond during this period see Art Work of Richmond (Chicago: W.H. Parish

Publishing Co., 1897); lllustrated Richmond (Richmond: Clyde W. Saunders and C. W. Bowers,
1908); Richmond, Va: Her Advantages & Attractions (Richmond: J.L. Hill Printing Co., 1895);

Virginius Dabney, Richmond: The Story of a City (New York: Doubleday & Co. Inc., 1976).
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Monumental Church

Address: Broad Street, between 12th and College Streets
Architect: RobertMills
Window: NewtonMemorial, "Ascension"
Date:

1897

Location: Southeast wall
Dimensions: leftand right panels-! 0 ft9 1/4in x 2 ft1in; central panel- 10 ft9 1/4in
x4ft8in
Provenance: Monumental Protestant Episcopal Church, 1897 -1996; St. Paul's
Episcopal Church, 1996- present
The history ofMonumental Church began with the tragic fire of the Richmond
Theatre on December 2 6, 1811. Seventy-two lives were lost including those of
Governor William Smith and Senator Abraham Venable. Shortly thereafter it was
proposed that a church be built on the site of the theatre as a memorial to those who
were killed. The contributions of people of all denominations made the building of this
testimonial possible. These same people came to vote that the church would be
known as Monumental Protestant Episcopal Church. 1 Some time later, in reaction to
the city's move westward,Monumental would become known as the mother church of
three of Richmond's largest Episcopal churches. These are St. James Episcopal
Church organized in 1839, St. Paul's Episcopal Church established in 1845, and All
Saint's Episcopal Church organized in 1888.2
The South Carolinian RobertMills was commissioned to design the memorial
church. Influenced by Benjamin Henry Latrobe,Mills chose a neoclassical style for
the building. The church was originally fitted with clear glass panes and later replaced
with stained-glass windows . Among these windows was one made by the Tiffany

1

Ulrich Troubetzk.oy, Richmond. City of Churches: A Short History of Richmond's

Denominations and Faiths, n.p., 11-12.

2 K. Lewis Warren, "Episcopal Edifice is Historic Spot," News Leader, 17 January 1959.
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Glass & Decorating Company in 1897. The window was installed as a memorial to
Reverend John Brockenbrough Newton, who became rector ofMonumental Church
on September 16, 18843 It is a tripartite window with the central panel representing
the Ascension of Jesus Christ flanked by two smaller panels with heraldic shields on
which there are various symbols. (Fig. 2) In the central panel Christ is portrayed with
His arms outstretched in a glowing white robe encompassed in a golden mandorla. He
is joined on the left and right by angels while His disciples witness the revelation with
awe and wonder.
To the left and right of this central panel are two rectangular windows each with
two heraldic shields containing symbols. The remainder of these windows consist of a
criss-cross of lines with fleur-de-lis at selected points making a pattern throughout the
windows. The fleur-de-lis was sometimes associated with the lily which symbolized
virtue4 The fleur-de-lis was also present in the Chief Justice JohnMarshall memorial
window portrayingMoses holding the Ten Commandments that was once located in
the upper tier ofMonumental church.

Beginning with the shield on the upper left

quadrant of the window to the left is the representation of the Lamb of God carrying a
white flag with a red cross. In Christian art this symbolized Christ's sacrificial death
for all Christians as well as the Resurrection. Below that is another shield with a
stylized illustration of a white rose signifying purity. On the window to the right are
two more shields, the top one having the figure of a tomb, a symbol of death and the
one below being a white shield with a red cross, a symbol of victory over death.

3 Monumental Church, Vestry Minutes, July 15, 1884, Virginia Historical Society.
4

Diane Apostolos-Cappadona, Dictionary of Christian Art (New York: Continuum

Publishing Co., 1994), 213.

23
This Newton memorial window is one of several in Richmond that bear the
studio's signature which reads, "Copyright 1897, Tiffany Glass & Decorating Co ,
New York." It also bears the inscription: "To the Glory of God and In Memory of
the Right Rev. John Brockenbrough Newton, D.D. Born February 7, 1839-Died May
28, 1897. Peace I Leave With You, My Peace I Give Unto You"
The Historic Richmond Foundation acquired the Monumental church from
Virginia Commonwealth University in 1983 and, in an effort to restore the building to
its original appearance, has replaced all of its stained-glass with clear glass windows.
The stained-glass windows were given to St. Paul's and St. James' Episcopal churches
in exchange for which they paid for the replacement clear glass. The Newton window,
along with two other stained-glass windows from Monumental, is scheduled to be
installed at St. Paul's Episcopal Church, Richmond, Virginia. 5

5

Ophelia Johnson, "Shedding New Light on a Very Old Church," Richmond Times

Dispatch, 22 February 1996, sec. D, p. 5.
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Fig. 2. Tiffany Glass & Decorating Company, Newton Memorial, "Ascension," 1897,
Monumental Church, Richmond, Photograph by the author.
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St. Paul's Episcopal Church

Address: 815 E. Grace St
Architect: Thomas S. Stewart, Philadelphia
Window: Anderson Memorial, "Christ Blessing Little Children"
Date: 1894
Location: East wall
Dimensions: 10 ft 4 in

x

5 ft 2 in

Like St. James and All Saints Episcopal churches, St. Paul's was also begun by
members of Monumental church. The Philadelphia architect Thomas S. Stewart was
chosen to erect the church building. Stewart was simultaneously designing the
Egyptian building located behind Monumental Church. After being founded in 1845,
St. Paul's became famous during the Civil War counting General Robert E. Lee and
Confederate President Jefferson Davis among its members. It was during a Sunday
service at St. Paul's on April 2, 1865 that the message was delivered to President
Davis from General Lee that Petersburg was about to fall and that Richmond should
be evacuated. The church was just barely touched by the insuing fire of 1865.
Between 1890 and 1904 the building underwent substantial alterations to the interior
and exterior of the building including the enlargement of the chancel as well as the
installation of the church's first stained-glass windows.1
In December of 1894 a window was erected in memory of General Joseph Reid
Anderson, the director of the Tredegar Iron Works during the Civil War. General
Anderson died September 7, 1892. The window is located in the east wall of the
sanctuary. The subject of the window is "Christ Blessing the Little Children." (Fig. 3)
This theme was an appropriate reflection on General Anderson as suggested by an
article from The Times, on Saturday, September 10, 1892 which stated: "But his
1

The history of St. Paul's Episcopal Church was from St. Paul's Episcopal Church:

Years, ed. Philip J. Schwarz (n.p., 1995), 5-7, 18, 19.
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richest life, after all, was in his home and his Church. As the head of a large circle of
children and grandchildren, no man was ever more lovable or more revered and
beloved."2
The subject "Christ Blessing the Little Children" was repeated often in the Bible.
The sentiment is found in the New Testament books of Matthew, Mark, and Luke and
refers to Jesus asking that the little children be brought unto him so that he may lay his
hands on them and pray. Upon the discouragement of His disciples Christ replied,
"Suffer little children, and forbid them not, to come unto me for of [sic] such is the
kingdom of heaven. "3
The composition of the window displays the central figure of Christ holding in
His left arm a sleeping infant and placing His right hand on the head of the child
standing before Him. At Christ's left is the figure of a woman, possibly the mother of
the infant Christ is holding. To the right of Christ is another woman holding a child in
her arms. The woman to the left of Christ evokes a sense of contentment and
happiness that her child has had the honor of being in the arms of the Saviour. This
feeling can be seen in her gestures including the holding of her hands as well as the
humbled expression of her face and downcast eyes. The other woman seems to
express a hopeful patience as she glances directly at Christ, awaiting the chance for her
own child to be also blessed in His arms.
Although it was Tiffany's assertion that each of the Studios' window
commissions were unique, this would prove difficult considering the widespread

2 The Times, 10 September 1892.
3

Variations of this quotation appear in Matthew 19: 14; Mark 10: 14; Luke 18:16.
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popularity of the products as well as the prolific nature of the Studio. Popular themes
such as "Christ as the Good Shepherd" and the "Ascension" were repeatedly used, but
set in different backgrounds or with different interpretations of the scene. This
problem was also approached by installing windows with identical themes or
compositions in churches of different denominations scattered across the United
States4
The subject of "Christ Blessing Little Children" seen here in the Anderson
Memorial window was also a common one. The lost Samuel Freedley Memorial
window originally installed at the Franklin Street location of All Saints Episcopal
Church, Richmond, Virginia, is listed as having the same title. 5 The composition can
be compared with the Amelia and Foster Barrett Memorial in Christ Episcopal Church,
Greenwich, Connecticut entitled, "Christ Blessing Little Children" (Fig. 4), and
illustrated in Alastair Duncan's Tiffany Windows6 The Barrett Memorial window
contains the central grouping of Jesus Christ holding the infant and blessing the
standing child set in a lush background including palms and lilies. This grouping is
nearly identical to that found in the Anderson Memorial at St. Paul's in Richmond,
with the exception of the color and draping of Christ's robe as well as subtle shadings
and drawing of facial details. For the Richmond church window the Studio added the
figures of the two women and child set before an opalescent sky and framed the entire
group with architectural details resembling an aedicula.
4 Duncan, 48.
5

See Jennie Hughes, All Saints Episcopal Church, Richmond, Va: 1855-1958 (n.p.:

Garrett & Massey, Inc., 1960), 67.

6 Duncan, 24. See also "Christ Blessing Children," the Bodine Memorial in the First
Methodist Church, Germantown, Pennsylvania. Duncan, 134.
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The Price of this window was listed in the Vestry minutes as being $1000.007

7 St. Paul's Episcopal Church, Vestry Minutes, January 11, 1899, Virginia Historical Society,
Richmond, Virginia.
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Fig. 3. Tiffany Glass & Decorating Company, Anderson Memorial, "Christ Blessing
Little Children," 1894, St. Paul's Episcopal Church, Richmond, Photograph by the
author.

30

Fig. 4. Tiffany Studios, Amelia and Foster Barrett Memorial, "Christ Blessing Little
Children," c. 1900, Christ Episcopal Church, Greenwich, Connecticut, from Alastair
Duncan, Tiffany Windows (New York: Simon and Shuster, 1980), 24.
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St. Paul's Episcopal Church
Mosaic: Anderson Memorial Reredos, "The Last Supper"
Date:

1896

Location: Behind the altar
Dimensions: 3 1/2 ft

x

8 1/4 ft

Literature: Illus. in St. Paul's Episcopal Church: 150 Years, ed. Philip J. Schwarz
(n.p., 1995), inside front cover.
Two years after the installation of the Anderson Memorial window, Mrs. Mary
Pegram Anderson commissioned a second memorial to her husband, General Joseph
Reid Anderson, this time in the form of a mosaic. (Fig. 5) The mosaic was unveiled on
Easter Sunday, April4, 1896. The commission was given to "Tiffany & Company" of
New York1 Modeled after Leonardo da Vinci's fresco of "The Last Supper," the
mosaic was made of pieces of colored glass rather then the usual marble or stone
tesserae. This technique developed by Louis Comfort Tiffany was not much different
from that used to make his stained glass windows.2 Tiffany used pieces of transparent
glass of varying colors, hues, tones and iridescence, and even went so far as to apply
gold or metal leafing to some, achieving a luminous effect as in the mosaic at St.
Paul's. The use of this technique created a work rich in color and drama, due in part
to the contrast between the figures in their brightly colored garments against the gilded
background. This was important because of the placement of the mosaic in a recess
behind the altar where it would not be easily seen if done in quieter colors.

1As early as 1894, Louis C. Tiffany was made the director of Tiffany & Co. Upon the death
of his father, Charles L. Tiffany, Louis became vice-president and art director. Many of Louis C.
Tiffany's products were displayed and sold in the Tiffany & Co. showroom. Hugh F. McKean, The
"Lost" Treasures of Louis Comfort Tiffany (New York: Doubleday & Company, Inc., 1980), 6. The
interchanging of the names Tiffany and Tiffany & Co. when referring to the commissioning of
windows appears quite frequently in local church records.
2

Eugene Clute, "Techniques in Modern Mosaics," The Architectural Forum, 61 (January

1932): 76.
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As in the depiction by Leonardo, the composition seated Christ at the center of
the table with His disciples divided into four groups of three representing their final
meal together. It was at this meal that Jesus announced that one of the twelve would
betray Him, contributing to His death, and initiating the sacrament of the Eucharist.
After the completion of the mosaic at Tiffany's Studio in New York, Mrs.
Anderson was unable to make a final inspection and approval of the work. Instead she
asked that Rev. Mr. Kinsolving and his wife, a niece of the late General Anderson,
inspect it in her place, and note their impressions of the mosaic. Mr. Kinsolving, who
had seen a number of famous mosaics across Europe, "declared that it had exceeded
anything in beauty that he had seen. "3

3

Richmond Dispatch, April 5, 1896.
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Fig. 5. Anderson Memorial Reredos, "The Last Supper," 1896, St. Paul's Episcopal
Church, Richmond, from St. Paul's Episcopal Church:
Schwarz (n.p., 1995), inside front cover.

150 Years, ed. Philip J.
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St. Paul's Episcopal Church

Window: Blair Memorial, "The Pilgrims"
Date: n.d.
Location: East wall
Dimensions:

10 ft 4 in x 5 ft 2 in

The Blair Memorial window was commissioned by the children of Adolphus and
Ellen Beirne Blair in memory of their parents. Adolphus Blair served as Vestry
Member and Register of the Vestry for many years and was also the founder of what
became St. Andrew's Church, Richmond. 1 The window was designed and executed by
Tiffany Studios. The window depicts the vision of Christ seen by His believers after
His resurrection. (Fig. 6) On either side of the figure of Christ is an angel with wings
outspread and hands in a gesture of prayer. The angels' wings meet above Christ's
head forming an arch or canopy. Before the figure of Christ are a man and woman
kneeling on the ground and expressing awe and amazement at what they are
witnessing. Indicative of representations of Christ after His resurrection, He and the
two angels are clothed in glowing white robes. Another sign verifYing that He is the
resurrected Christ is the use of the cruciform halo rather than the usual circle of light
surrounding His head as portrayed during His terrestrial life2
A common technique used by Tiffany's Studio was plating, or the leading of one
piece of glass in front or behind another piece to achieve a desired effect such as
depth, color or shading. In this case slightly opaque glass was placed over the figures
of Christ and the angels, giving them an ethereal quality not present in the figures of
the pilgrims whose details and color are more distinct.

I Elizabeth

Wright Weddell, St. Paul's Church, Richmond, Virginia: Its Historic Years and

Memorials (Richmond: William Byrd Press, Inc., 1931), 527, 528.

2 Apostolos-Cappadona, 154.
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According to a recent writer on Christian symbolism, the representation of a
pilgrim was used to personify one's earthly life as a transition before reaching the
spiritual life.3

Depending upon the pilgrim's religious beliefs, he/she would undertake

a journey, or pilgrimage, to a sacred place in search of a renewed faith, miracle, or
vision. Depicted in the Blair window are a man and woman who have borne witness
to the vision of the Resurrected Christ. They are identified as pilgrims by their
attributes of the staff and gourd, used for holding water during their journeys.

In the

hands of the female pilgrim and on the ground to the right of the man are two lighted
lamps each emitting a sliver of smoke. The lamp as a source of light was commonly
used as a symbol of enlightenment which the pilgrims would have surely experienced
at witnessing such a vision.
A curious element appearing in this window is the presence of a tree stump to
the left of the man kneeling before Christ. A similar stump is found in the Virginia
Memorial depicting "St. John" at Old Blandford Church in Petersburg. (See Fig.

67)

During the late nineteenth century the tree stump was symbolic of death as seen in
Hollywood Cemetery in Richmond. A number of tombstones and grave markers
contain monuments resembling tree stumps. (Figs.

7 and 8) Although no other

representations of tree stumps in Tiffany windows have yet been found, there are
windows containing images of broken columns and ruins, which have a similar
symbolic meaning to tree stumps. 4

3 Apostolos-Cappadona, 279.
4 See the James R. Taylor Memorial window, entitled "At Evening Time It Shall Be Light,"
in the First Presbyterian Church, Brooklyn, New York, 1901 and the Snowden Memorial window in

the Bryn Mawr Presbyterian Church, Pennsylvania, c. 1910 both illustrated in Duncan, 54, 62.
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The price ofthis window was listed in the Vestry minutes from January 11, 1899
as being $1100.005

5 Vestry Minutes, January 11, 1899.
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Fig. 6. Tiffany Glass & Decorating Company, Blair Memorial, "The Pilgrims," n.d.,
St. Paul's Episcopal Church, Richmond, Photograph by the author.
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Fig. 7. Whitehurst Memorial, 1884, Hollywood Cemetery, Richmond, Photograph by
the author.
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Fig. 8. Lloyd Memorial, Hollywood Cemetery, Richmond, Photograph by the author.
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St. Paul's Episcopal Church
Window: Ella De Treville (Snelling) Memorial, "Angel ofHope"
Date: between 1900 and 1910 I
Location: South wall of gallery
Dimensions: 10 ft x 5 ft 2 in
This window depicting the "Angel ofHope" was given to St. Paul's Church by
Mrs. Rodman Paul Snelling, formerlyEva de Treville, a member of the church and
teacher in its Sunday SchooP It was given in memory of her mother, Ella De Treville,
one of the first infants christened in the church.3 Inscribed in a panel below the
window is "To the Glory of God and in Loving Memory ofElla de Treville, Wife of
Richard de Treville and Daughter ofWilliam Mitchell, Jr., Born January 27, 1845Died March 15, 1890. ThisWindow IsErected ByHer Daughter." The window is
signed in the bottom right comer "Tiffany Studios New York."
Represented in this window is a single figure of an angel clothed in opalescent
pink drapery with its arms stretched upwards towards the image of the bright golden
star above. (Fig. 9) The star was commonly used as a symbol of divine guidance. 4
The angel is surrounded by billowy blue clouds, the only opening appearing where the
golden star shines through. Directly below the angel is another group of clouds upon
which it is supported. The flowing robe worn by the angel is an example of Tiffany's
drapery glass. In addition to this is the use of a number of lead lines surrounding these

1

The signature on this window reflects the change in the studio's name from Tiffany Glass

& Decorating Company to Tiffany Studios which occurred in 1900. According to Alastair Duncan,
this signature was standard from 1900 to 1915. In addition, this window was listed in "A Partial List
of Windows" published by Duncan which only included windows made before 1910. Duncan, 191-2,

200.
2

Weddell, 550.

3

Weddell, 550.

4

Apostolos-Cappadona, 310.
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pieces of glass creating the illusion of many layers of fabric, and adding to the three
dimensional quality of the window. This technique can also be seen in the Warwick
Memorial"Angel" at Grace and Holy Triruty Episcopal church. (See Fig. 21)
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Fig. 9. Tiffany Studios, De Treville/Snelling Memorial, "Angel ofHope," Between
1900 and 1910, St. Paul's Episcopal Church, Richmond, Photograph by the author.
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St. Paul's Episcopal Church
Window: Jefferson Davis Memorial, "Paul Before Agrippa" and "Angels of Goodness

& Mercy"
Date:

1898

Location: West wall
Dimensions: lower- 10 ft 4 in

x

5 ft 2 in; upper-1 0 ft

x

5 ft 2 in

Designer: Frederick Wilson
Literature: Illus.; "Angels of Goodness and Mercy" in Philip J. Schwartz, ed., St.
Paul's Episcopal Church: 150 Years (n.p., 1995), inside back cover.
One of the most famous stained-glass windows in St. Paul's Episcopal Church is
the Jefferson Davis Memorial Window which was designed, manufactured and
installed by the studio of Louis Comfort Tiffany. Upon knowledge of the death of the
first and last President of the Confederate States, Jefferson Davis, on December 6,
1889, the Vestry of St. Paul's resolved: "That a committee of the Vestry shall select
two conspicuous windows of the church to be dedicated as memorial windows to
perpetuate the names of Robert E. Lee and Jefferson Davis

...

1

Due to a variety of

circumstances the selection of a proper memorial was a long process, lasting over
eight years. In 1895 the project was adopted by Mrs. George Ross who, with the help
of other dedicated Richmond women, succeeded in raising sufficient funds to
commission the Tiffany Glass & Decorating Company to design and manufacture the
memorial windows in remembrance of the late President.2
However, the Tiffany Glass & Decorating Co. was not the first studio to submit
a design for the Davis memorial window. An offer was made by a Mr. E. D. [illeg] of

1

Vestry Minutes, December 9, 1889.

2

The funds did not only come from Richmond. Mrs. Ross and her group of ladies

distributed a circular locally and throughout the Southern states to raise money for the memorial.
Gradually, the money came in until the price quoted by the Tiffany Glass & Decorating Co. had been
reached. Weddell, 2, 377; Vestry Minutes, May 25, 1896.
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New York to erect a window for the sum of one thousand dollars, the subject being
"Samuel resigning his office as [illeg] oflsrael. "3

This design was to be accepted by

the Vestry once funds were made available, but for one reason or another this plan was
not completed. Fortunately or not this gave St. Paul's the opportunity to choose from
a number of designs submitted by the prestigious Tiffany Glass & Decorating
Company for the Davis Memorial. 4
Through much correspondence between Mrs. Ross and the Tiffany Glass &
Decorating Co. these designs were examined and scrutinized by the Vestry members.
The design accepted for the lower window was "Paul before l(jng Agrippa" winning
out over the more common scene of "Paul on [illeg] Hill. "5 The design chosen for the
upper window entitled, "Angels of Goodness and Mercy" was substituted for the
"Angel of Peace," previously accepted by the Vestry, which the Tiffany studio "had
expressed themselves as particularly anxious to substitute. "6 The two windows were
installed by the Tiffany Glass & Decorating Co. for the sum of $2000," a concession

3

Vestry Minutes, January 26, 1891.

4

According to the Vestry Minutes of December 13, 1889, a resolution had been adopted

stating that "Every memorial window placed in this church shall be of London, Munich, or other
foreign manufacture and shall be subject to the approval of the Vestry or its building [illeg] as to
artistic excellence and subject." This resolution was later rescinded on October 8, 1894 suggests the
Vestry's belief that quality stained-glass windows were not readily available for manufacture in the
United States. As studios such as Tiffany's developed and became more widely known during the
1880s and 1890s, the quality of glass available in the United States was equal if not superior to that
manufactured abroad. Therefore, churches like St. Paul's were eager to seek out and patronize these
studios.
5

Letter to William C. Bentley, Register of the Vestry of St. Paul's Church from Mrs. George

Ross, Chairman of the Davis Memorial Window Committee, n.d., in the Vestry Minutes, November
8, 1897.
6

Vestry Minutes, December 16, 1897.
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on their part to some hundreds of dollars in view of the advertisement that these
windows would give them."7 Composed by Frederick Wilson, a prominent and
favorite designer of Tiffany's studio, these two windows evoke the feeling of pride and
respect that the congregation of St. Paul's felt for their dearly departed President and
fellow member, as well as for "the devotion of the Confederates to the Lost Cause

...

8

The lower window depicts the scene of Paul the Apostle being brought before
King Agrippa, the grandson ofHerod the Great, to defend his beliefs as the truths of
Christianity. (Fig. 1 0) According to Acts 22-26, Paul was originally accused by a mob
at Jerusalem concerning questions about their law and was about to be slain when
Lysias, a tribune, came upon them and learned that Paul was a Roman citizen and had
the right to state his case before Caesar. Lysias placed Paul under the care of Felix the
Procurator, a corrupt man who kept Paul in captivity for two years to keep the Jews,
Paul's accusers, satisfied. The time came when Felix was deposed and Pontius Festus
succeeded him in the procuratorship. Festus had a more objective character and he
inquired as to the reason for Paul the Apostle's imprisonment Finding no reason to
continue Paul's incarceration, but not wanting to anger the Jews, Festus arranged for
Paul to plead his case before Caesar. While awaiting his audience, Paul's story made
its way to King Agrippa and his sister Bernice, who had recently arrived in the city,
and they became interested. Paul was brought before Agrippa and Bernice to tell his
tale. After hearing Paul's story, Agrippa conferred with the governor and Bernice and
stated, "This man doeth nothing worthy of death or bonds. "9
7 Vestry Minutes, November 18, 1897.
8

Weddell, 378.

9

Acts 26:31
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Portrayed in the lower window are King Agrippa and his sister Bernice
enthroned with the procurator Festus to their right. Festus is holding in his hand the
written report of Paul's previous examination. Standing before them is Paul bound in
chains. The remaining figures consist of scribes, soldiers and court officers. The
scene created by the studio incorporates a number of elements which add to the
originality and strength of the design. The sight ofK.ing Agrippa resting his chin on
his fist in a posture of intense thought illustrates the moment when Agrippa feels
almost persuaded into Christianity by Paul's words. The cluster of figures to the left of
the throne portrays the feeling of a crowded courtyard filled with attentive listeners.
The abundance of architectural features in this window is certainly not unique to a
Tiffany commission, although the perspective which is shown emphasizes the ability of
Tiffany and his designers to create realistic scenes that can be compared to paintings
on canvas. A favorite element of Tiffany's, the peacock, can be seen in Bernice's fan
which was made to resemble peacock feathers. (Fig. 11) The fan was created from
mottled glass instilled with blue and green which had been given the texture of
feathers. The use of plating can be seen to the right of Paul's legs where there has
been placed a layer of opaque glass over the lower portion of the crowd giving a sense
of distance.
The window is located on the western wall of the church and is directly in Line
with pew 63, middle aisle, which was the pew occupied by Jefferson Davis and his
family during their four years of residence in Richmond at the time of the Civil War. 10

to

Weddell, 373, 379.
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The story of Paul's unjust imprisorunent referred to in the lower window seems
to refer to the confinement of Jefferson Davis at Fort Monroe towards the close of the
Civil War. In the sermon delivered at the unveiling of the Davis memorial Dr. Dame
recounted:
No sooner was that din of battle ceased than the venom of all ignoble souls was
turned on him. He was set apart for suffering, malice and uncharitableness spent
their shafts on him. Hate, invective, menace, slander - childish, brutal, blind hurled their missiles. Then they laid hold on him...This princely man, of loftiest
worth and deeds and station, they threw into a dungeon, and there subjected to
strange and unusual tortures, such as no felon is made to suffer.... 11
The upper window depicts "The Angels of Goodness and Mercy" suggested
from the Psalms 23:6 which states, "Surely goodness and mercy shall follow me all the
days of my life and I will dwell in the house of the Lord forever." (Fig. 12) Both
Angels carry a burning torch, a common symbol of Jesus Christ as the Light of the
World.12 The Angel on the right also holds a stalk of lilies, symbolizing purity and
rebirth, while the Angel on the left balances a jeweled crown, symbolizing distinction,
royalty, and victory, in its right hand.13
The unveiling of the Davis memorial was described as one of the most notable
events in the history of the church, attracting a number of prominent citizens. The
windows were appreciated on several levels by those who viewed them.
Compositionally they were well balanced. Thematically they reminded viewers of the
scriptures they represented or they evoked memories of the late President whose

II

Weddell, 385. From the sermon delivered by Dr. Dame at St. Paul's Church, Aprill7,

1898.

12 Apostolos-Cappadona, 324.
13 Apostolos-Cappadona, 90.
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experiences in some ways paralleled St. Paul's. They could even be enjoyed simply on
the beauty of the color and light flowing through the glass.14
Despite the beauty of these windows, there existed the problem of proper
ventilation within the church. In the 1890's, St. Paul's church underwent significant
changes in its appearance. The most dramatic of these changes was the installation of
stained-glass windows which had a noticeable impact on the amount of light and air
that was allowed into to the sanctuary. During the summer months this lack of
ventilation had caused the congregation much suffering and discomfort. For this
reason, there was much insistence made by the Vestry of St. Paul's to urge the Tiffany
Glass & Decorating Co. to install openings at the top and bottom of these windows to
assure proper ventilation. 15
Although it is often wondered whether Tiffany actually visited the sites of
installation around Richmond, a conclusive answer to this is not yet known. However,
it is known that a Mr. Frederick W. Warburton, "of the Tiffany Decorating and Art

14 "The window is a transparent glass Mosaic of great merit, composed wholly of Tiffany
Favrile glass, through which the light plays a symphony of exquisite color, tone following tone, light
melting into shadow, and all immersed in beauty. The colors are perpetually changing in their tones
and signification by the momentary changes of light, and even the forms are enhanced in beauty by
these modifications of color, through the antagonism, or the assimilation of the varying
light. .. .Independent of the subject of the memorial, there surely is a lesson to be read from the beauty
of its color, even by those who are dead to the theme.... All must feel, when standing in the presence of
this window and contemplating its beauty of color, that there is something higher than merely
sensible things; that there lies concealed in them a great and living truth, that speaks to the soul of a
Divine intelligence; and hence that color can be used as a medium to express a devotional thought as
well as form." The Richmond Dispatch, 17 April 1898.

15 Letter to Mrs. George Ross, Chairman of the Davis Memorial Window Committee from
William C. Bentley, Register of the Vestry of St. Paul's Church dated November 9, 1897, in the
Vestry Minutes of the same date.
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Company" supervised the installation of the window and attended the unveiling
exercises. 16

16

The Richmond Dispatch, 17 April 1898.

so

Fig. 10. Frederick Wilson, Tiffany Glass & Decorating Company, Jefferson Davis
Memorial, "Paul Before Agrippa," 1898, St. Paul's Episcopal Church, Richmond,
Photograph by the author.
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Fig. 11. Frederick Wilson, Tiffany Glass & Decorating Company, Detail, Jefferson
Davis Memorial, "Paul Before Agrippa," 1898, St. Paul's Episcopal Church,
Richmond, Photograph by the author.
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Fig. 12. Frederick Wilson, Tiffany Glass & Decorating Company, Jefferson Davis
Memorial, "Angels of Goodness and Mercy," 1898, St. Paul's Episcopal Church,
Richmond, Photograph by the author.
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St. Paul's Episcopal Church
Window: Newton/DavenportMemorials, "Annunciation"
Date: Between 1896 and 1910
Location: Upper and lower windows inEast wall
Dimensions: lower- 10ft 4 in x 5 ft 2 in; upper- 10ft x 5 ft 2 in
This double window was donated to St. Paul's church by Virginius Newton, a
loyal member of the church and leading citizen ofRichrnond, to honor his wife, Mary
Heath Davenport. I The windows are located on the east wall and are divided by the
gallery. The upper window depicts a group of four angels playing musical instruments
with the star ofBethlehem shining above them through the clouds. The lower window
illustrates the Annunciation toMary. (Fig. 13) On a separate panel below the lower
window is the inscription:
To the Glory of God and InMemory ofMary Heath, wife ofVirginius Newton,
and daughter oflsaac Davenport, Jr., andEliza Nye Allen, his wife. Born April
15, 1852. Died February 11, 1899. Also InMemory ofEliza Nye Allen

Davenport. Born November 20, 1819. Died October 26, 1896, and Isaac
Davenport, Jr. Born February 9, 1815. Died October 26, 1896.
The scene depicted in the upper window (Fig. 15) is accompanied by a banner
inscribed with the quote, "The Fruit of the Spirit is Love, Peace, Gentleness,
Goodness, Faith" from Galatians 5:222 Above the banner is a group of angels
suspended on a cloud each playing a different musical instrument. The representation
of angels playing musical instruments symbolized an eternal and harmonious praise of
God3 According to an account byElizabeth C. Davenport, a niece ofMary Heath
Davenport, the Star ofBethlehem is centered above the angels set in opalescent
I

Weddell, 533.

2 The inscription on the banner, or scroll, leaves out the words ·�oy" and "longsuffering"
from Galatians 5:22.

3 Apostolos-Cappadona, 248.
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clouds4 A similar star can be seen in the Snelling-De Treville window, (See Fig. 9)
discussed previously. Both the star in the Snelling/De Treville and Newton/Davenport
windows appear to have been created by the application of enamels onto the front
surface of the glass. The enamel used to make the star on the Newton/Davenport
window was applied around the outside edges of the star giving a different effect than
the star in the Snelling/De Treville window in which the interior of the star was filled
in with the enamel.
The lower window illustrates the event depicted in Luke 1:26-38 in which the
Angel Gabriel visited the Virgin Mary and announced that she will bear the Son of
God. The scene created here by Tiffany and his designers includes a number of
elements common to traditional scenes of the Annunciation, according to numerous
sources of Christian symbolism. 5 Among these is the Angel Gabriel portrayed rather
majestically standing over Mary with his left hand raised in a gesture of blessing while
holding in his right hand a scepter. He is dressed in an iridescent flowing robe made of
drapery glass with his blue-tinted wings spread behind him. Before him the Virgin
Mary kneels in reverence to the angel with her hands clasped. She appears to have
been interrupted from reading a book open on her prie-dieu, or kneeling desk.
Hovering above the Virgin is a dove symbolizing the Holy Spirit. (Fig. 14)
Surrounding the dove's head is a cruciform halo similar to that on the figure of Christ
in the Blair Memorial. Usually reserved for images of the Resurrected Christ, Tiffany
and his designers chose to place this halo around the head of the dove. At the left of

4 The description is quoted in Weddell, 534.
5 Aposto1os-Cappadona, 28-30. See also George Ferguson, Signs & Symbols in Christian
Art (Oxford University Press, 1954), 118.
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the composition is a stalk of lilies set in a potted vase, commonly seen in
representations of the Annunciation of the Virgin. The lily was symbolic of purity and
rebirth. During the Middle Ages the lily became associated with Mary especially in
relation to the Annunciation. This was due in part to the fact that the lily bloomed
around the time of the feast of the Annunciation. The flower's trumpet shape
reminded one of the announcement, or Annunciation, of the birth, death, and
resurrection of Christ. 6

6

Apostolos-Cappadona, 213.
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Fig. 13. Tiffany Studios, Newton/Davenport Memorials, " Annunciation," Between
1896 and 1910, St. Paul's Episcopal Church, Richmond, Photograph by the author.
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Fig. 14. Tiffany Studios, Detail, Newton/Davenport Memorial, "Annunciation,"
Between 1896 and 1910, St. Paul's Episcopal Church, Richmond, Photograph by the
author.
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Fig. 15. Tiffany Studios, Newton/Davenport Memorial, Upper Window, Between
1896 and 1910, St. Paul's Episcopal Church, Richmond, Photograph by the author.
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St. Paul's Episcopal Church
Window: Strother/BufordMemorial, "Charity'
Date: After 1910
Location: West wall of gallery
Dimensions: 10 ft

x

5 ft 2 in

The Strother/Buford Memorial window was commissioned by Elizabeth Strother
Scott to honor her parents and stepfather as indicated in the inscription which reads:
To the Glory of God and As a Lasting Memorial of the Faith, Hope, and Charity
exemplified in the life ofMyMotherMary Cameron Ross Buford, Born 1848Died 1916, and ofMy Father Robert Quarles Strother, Born 1844- Died 1873,
and of my stepfather Algernon Sidney Buford, Born 1828

-

Died 1911, Elizabeth

Strother Scott.
Above this inscription was written "Greet Ye One Another With A Kiss of Charity"
from 1 Peter 5:14.
This instruction of kindness was illustrated in the Strother/BufordMemorial
created by Tiffany Studios. (Fig. 16) Tiffany and his designers chose to depict the
virtue of Charity with the image of a woman dressed in white robes lovingly resting
her hands on the two children before her as if encouraging them to kiss. The golden
haired child to the viewer's right holds in her arms a bunch of lilies, symbolic of
innocence and purity. This representation of purity was also symbolized by the white
robe worn by the woman. Although not included on Tiffany's A Partial List of
Windows, mentioned previously, the window was noted to have been made at Tiffany
Studios, New York, in St. Paul's list of memorials. 1
Behind the central group of figures Tiffany's designer created an architectural
niche to draw emphasis to them, as well as displaying his skills in the creation of the
textures of stone or marble in glass. Overlapping the stone wall behind the figures a

1

Weddell, 549.
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display of morning glories was created. The morning glory was a symbol of the
Resurrection. 2 In the background a forest of cypress trees form a border across the
top portion of the window. The cypress tree became a common symbol for death and
mourning due to the fact that it never recovered after being pruned]

�

2 Rene De Quelin, Plans of the Svmbols Together With a Keyto the Sy bolism: As Found
in the Decorations Recently Executed in Westminster Church by the Tiffany Studios of New York

Qty (Buffalo, N.Y.: n.p., 1903), 3.
3

Apostolos-Cappadona, 94.
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Fig. 16. Tiffany Studios, Strother/Buford Memorial, "Charity," After 1910, St. Paul's
Episcopal Church, Richmond, Photograph by the author.
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Second Presbyterian Church
Address: 5 N. 5th St.
Architect: LeFevre
Window: Hawes Memorial, "Dorcas"
Date: n.d.
Location: North wall ofLecture Room
Dimensions:

16 ft

x

3 112 ft

The Hawes Memorial window located in theLecture Room of the Second
Presbyterian church on 5th St. depicts the woman Dorcas with two children. (Fig. 17)
The window was placed there when Mr. Samuel Horace Hawes, who served as
deacon of the church from 1868 to 1900, remodeled the Lecture Room in memory of
his wife, Martha Crane Heath Hawes. Mrs. Hawes was known for being very active in
the church, serving for many years as vice-president of the Ladies' Benevolent Society
and as founder and first president of the Women's Foreign Missionary Society1
The character Dorcas, recorded in Acts 9:36-43, was not commonly portrayed in
religious art. However, at least two representations of Dorcas in Tiffany stained-glass
windows have been found, the one at Second Presbyterian and one illustrated in
Alastair Duncan's Tiffany at Auction. 2 (Fig. 18) In biblical terms, Dorcas, also known
as Tabitha, lived in the town of Joppa and was known for her "deeds of kindness and
charity" (Acts 9:36). Dorcas became sick and died. Her body was washed and placed
in an upper room. The disciple Peter came from the nearby city ofLydda to see her
and prayed for her to arise. At this moment, Dorcas opened her eyes and was brought

1 Wyndham B. Blanton. The Making of a Downtown Church: The History of the Second
Presbyterian Church, Richmond, Virginia: 1845-1945 (Richmond: John Knox Press, 1945), 378379.
2

Alastair Duncan. Tiffany at Auction, (New York: Rizzoli, 1981), 409.
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back to life. The knowledge of this miracle was spread throughout the country and
caused many to believe in the Lord.
Both representations ofDorcas made by Tiffany Studios portray her with two
children reaching up as if pleading for her charity. The figures in both windows are
almost identical except that the grouping is reversed. 3 Dorcas is dressed in a flowing
robe made of drapery glass and wears what appears to be a laurel wreath on her head
over her veil, the laurel used as a sign of Christian faith over death. 4 The Second
PresbyterianDorcas window has a rich background which includes a thriving tree
through which a multicolored opalescent sky can be seen. The light in the background
sky appears to represent the sunrise which would be physically accurate since the right
side of the window is facing the east and may have been intentional in the installation
of the window. The sunrise was appropriate symbolically as well, possibly referring to
the miracle ofDorcas' resurrection. Flanking the group of figures are a cluster of lilies
and palms which are both symbolic of resurrection and rebirth. (Figs. 19 and 20) The
Gothic architectural features behind the figures and delicate tracery around the top of
the lancet window were commonly used in stained-glass window scenes by Tiffany and
reflected the renewed interest in Gothic architecture and design prevalent in the late
nineteenth century. The tracery used in the window illustrated inDuncan's Tiffany at
Auction was more ornate and prevalent, overshadowing the organic features of the
landscape rather than enhancing them.
When trying to understand whyDorcas was chosen for the Second Presbyterian
church window one should be aware that in 1874 theDorcas Society was formed as a
3

It is possible that the illustration in Duncan, 409, has been reversed.

4

Apostolos-Cappadona, 208.
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branch of the Ladies' Benevolent Society, with which Martha C Hawes was involved,
for the purpose of caring for the poor of the church. What better way to memorialize
a women who gave so much of herself to others? Inscribed at the bottom of the
window is "In Memory of Martha C. Hawes Who passed to the higher life February 13
1897."
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Fig. 17. Tiffany Studios, Hawes Memorial, "Dorcas," n.d., Second Presbyterian
Church, Richmond, Photograph by the author.
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Fig.

18. Tiffany Studios, "Dorcas,"
(New York: Rizzoli, 1981) , 409.

n.d., from Alastair Duncan, Tiffany at Auction
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Fig. 19. Tiffany Studios, Detail, Hawes Memorial, "Dorcas," n.d., Second
Presbyterian Church, Richmond, Photograph by the author.
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Fig 20. Tiffany Studios, Detail, Hawes Memorial, "Dorcas," n.d., Second
Presbyterian Church, Richmond, Photograph by the author.
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Grace and Holy Trinity Church

Address: 8 N. Laurel St.
Architect: B.J. Black and others
Window: Warwick Memorial, "Angel"
Date: Before 1910
Location: North wall
Dimensions: 13 ft

x

3 3/4 ft

In 1874, the Moore Memorial Chapel was initiated as a mission of St. James
Episcopal Church. The Chapel consisted of a frame building and was located near the
"Old Fair-Grounds," now known as Monroe Park. Later, in 1885, a new stone church
building was begun on Laurel Street slightly north of Main Street by the architect B.J.
Black ofRichmond. The Gothic style edifice began the second stage of its
construction in 1894 when J. Stewart Barney ofNew York was hired to complete a
number of additions onto the church. 1 It was at this time that the name of the church
was changed to "The Church of the Holy Trinity, A Memorial to theRightReverend
Richard Channing Moore, Bishop of Virginia, 1814-1841." The church again changed
its name when it merged with Grace Church, located at the comer of Main and
Foushee Streets, to become Grace and Holy Trinity Church in 1924. During the thirty
year period when the church was known as the Church of the Holy Trinity there was
one memorial window known to be commissioned by Tiffany Studios, New York.2
This was the Warwick Memorial window commissioned by Mrs. Byrd Warwick in
remembrance of her husband and son, Byrd Warwick Sr. and Jr. who died within
several years of one another. (Fig. 21) The window was titled "Angel" and represents
an angel suspended in air beneath an ornate Gothic-style canopy. The angel's right

1

Grace and Holy Trinity Church, Records, May 19, 1981, Grace and Holy Trinity Church,

Richmond, Virginia.

2 Tiffany Studios,

A Partial List of Windows, 115.
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hand holds a golden trumpet extended upwards with the mouthpiece close to its lips as
if it were about to play.
This window is unique in its use of three-dimensional effects causing it to appear
as if the figure of the angel could float out of its frame at any moment The artist has
placed the angel in an elaborate canopy which is a lavish glass frame within a window
imitating an architectural aedicula. The artist has placed the tips of the angel's wings
behind the decorative canopy while the end of its hom appears just in front of the
canopy. This technique was also used in the Virginia window at Blandford Church in
Petersburg representing St. John, (See Fig. 67) to be discussed later, in which his right
hand extends in front of the columnar features framing the image. This placement of
images along with the golden nimbus circulating around the figure of the angel,
separates it from its surroundings and gives it depth

Another interesting aspect to the

three-dimensional quality of the Warwick window is the lack of folds and ripples in the
glass used for the angel's flowing vesture. The artist seems to have chosen to use a
vast amount of leading to outline the various pieces of glass, suggesting many layers of
fabric instead of drapery glass which displays a more realistic portrayal of the lavish
garments of angels and saints.
There are a number of other windows in the Grace and Holy Trinity sanctuary
and chapel which have been attributed to Tiffany by a variety of experts including
Richmond glass artist and restorator Arthur Miller and local church historian Donald
Traser, as well as Saunders & Benson, who recently performed an appraisal on the
windows of the church. However, these reports cannot be supported or discounted
through existing documentation. These windows include two floral windows, two or
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three figural windows, and a group of three ornamental windows which are, according
to a number of church staff members, original to the building. These "bubble-gum"
glass windows, as they are referred to by members and staff of the church, were
initially in all of the windows as temporary fillers to be gradually replaced by memorial
windows. They contain brightly colored, pink opalescent glass in geometric shapes
Only three of these windows remain intact. There are many references to "plain
stained-glass windows" in the Vestry minutes of the Moore Memorial Church
beginning in 1887, which discuss the matter of installing these windows, but no final
decision is listed, nor is an artist designated. 3 There are also references to the removal
of this "old" glass to be replaced with "new" memorial windows. Some of this old
glass was moved to other locations in the Church or put in storage and some was
given to other churches in the area4
With regard to the question of price the Vestry minutes from May 3, 1897
discuss setting the minimum price of "side memorial window[s)" at $500.00 per
window5 This refers to windows on the north and south sides of the sanctuary. This

3 Grace and Holy Trinity Church, Vestry Minutes of Moore Memorial Church, July 11,
1887, November 9, 1887, December 5, 1887, Virginia Historical Society, Richmond, Virginia.

4 "Mr. Gravatt reported that the colored glass windows taken out to make places for the new
memorial windows had been partially used in the new rooms in rear of the church , [and] that the
remainder would not be needed. He suggested that, as he thought they could be used in the church at
Barton Heights, they be presented to that church. This was agreed to." Vestry Minutes, November 4,

1901; It was also "suggested that the Women's Auxiliary be allowed to donate to some feeble church
the stained glass window removed to make place for the Warwick memorial window ...." May 8,

1905; "Mr. Ball stated that there is a stained glass window in the basement not in use, (and] asked
that it be given to St. John's Ch.[urch], Langley, Fairfax Co., Va. Upon motion this was unanimously
done." October 5, 1908.
5

Vestry Minutes, May 3, 1897.
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attempt to contain a certain quality of window was common to other churches in the
area such as St. James and St. Paul's Episcopal Church, Richmond, Virginia.
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Fig. 21. Tiffany Studios, Warwick Memorial, "Angel," Before 1910, Grace and Holy
Trinity Church, Richmond, Photograph courtesy of Grace and Holy Trinity Church.
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Temple Beth Ahabah

Address: 1117 W. Franklin St.
Architect: Noland and Baskervill
Window: Mitteldorfer Memorial, "Mount Sinai Erupting"
Date: 1923
Location: East nave
Dimensions: Approximately 9 112ft x 4 112, (56 112 x111 112 inches)l
Literature: Illus. in Alastair Duncan, Tiffany Windows (New York: Simon and
Shuster, 1980), 113.
The Mitteldorfer Memorial window, located on the east wall of the Temple Beth
Ahabah is a fine example of the landscape windows made by Louis Comfort Tiffany
and his studio. (Fig. 22) It is the only Tiffany window in Richmond to be made
entirely without the use of enamels. The scene depicted is the eruption of Mount Sinai
when God presented Moses with the Ten Commandments according to Exodus 19:18,
"Now Mount Sinai was all in smoke because the Lord descended upon it in fire; and
its smoke ascended like the smoke of a furnace, and the whole mountain quaked
violently."

Tiffany and his artists captured this moment with great artistic merit.

From the variegated opalescent glass used to create the rocky mountain to the lava
and smoke spewing forth from the opening of the volcano, this window depicts the
horrific force of God and nature.
The "Mount Sinai" window was a contribution of Mrs. Fanny Mitteldorfer
Schwab in memory of her parents, Ellis and Barbette Mitteldorfer. The design of the
window was chosen by Mrs. Scwhab and a former rabbi of the temple, Dr. Edward N.
Calisch. It is known that Mrs. Schwab frequently visited Tiffany's studio during the
construction of the window and offered a few ideas from time to time. For instance,

1

Letter from Joseph M. Sugarman to M.I. Binswanger and Company regarding valuation of

the temple's memorial windows lists the size of all the windows to be approximately 56 112

x

Ill 112

inches, Temple Beth Ahabah, November 25, 1958, Museum and Archives, Richmond, Virginia.
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noticing that a piece of glass used in the cloud formation resembled the
head of a dog,
Mrs. Scwhab insisted that it be replaced

2

The origi nal statement of payment was

recently discovered in Beth Ahabah's archives. It declared the price of the window to
be $2000.00 which was paid in two installments of $1000 00 to the Ecclesiastical
Department ofTiffany Studios, New York. The receipt also revealed the subj ect of
the window as representing "The glory of the Lord was like unto devouring fire upon
the mount. "3 The window is more commonly referred to as "The Mount Sinai
window."
One of the few pure landscape windows made byTiffany Studios in the
Richmond area, the Mitteldorfer window was of particular importance. Landscape
windows were amongTiffany's favorites, expressing his love for nature. This window
was also important in that, as noted above, there was no use of enameling to suggest
texture and pattern in glass, a goal whichTiffany strove for during his whole career.
From the time the window was installed until the temple sanctuary was
renovated in the mid 1960's the identity of the maker of the Mitteldorfer window had
been forgotten. During this renovation of the sanctuary the Studios of George L.
Payne, Inc. were hired to repair and clean the existing windows on the first floor. In
the course of the cleaning and repairs the signature ofLouis C. Tiffany was discovered
in the lower right hand comer of the Mitteldorfer window4

2

Sam Cohen, "The Mitteldorfer Window--How We Acquired It," Congregation Beth

Ahabah Bulletin 20 (February 1964): 5.
3 Receipts from the Ecclesiastical Department of Tiffany Studios, New York, March 10 and
March 31, 1923, Beth Ahabah Museum and Archives.

4 Cohen, 5.
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Fig. 22. Tiffany Studios, Mitteldorfer Memorial, "Mount Sinai Erupting," 1923,
Temple Beth Ahabah, Richmond, Photograph courtesy ofBeth Ahabah Museum and
Archives.
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St. James Episcopal Church
Address: 1205 W. Franklin St
Architect: Noland & Baskervill
Window: Addison Memorial, "The Christian Knight"
Date: 1923
Location: East nave
Dimensions: 8 ft 8 in

x

4 ft 5 in

St. James Episcopal Church was built at its present site, 1205 W. Franklin St. in
1912 and was designed after St. Martin's-in-the-Fields, London, England. The current
St. James's architectural style was more suitable for the addition of stained-glass
memorial windows than the previous building at Fifth and Marshall Streets which did
not allow for such adornments.' With this in mind, Vestry members found it possible
to allow for members of the congregation to commission memorial windows for their
departed family members, but only if these windows met with strict guidelines. These
memorial windows could only by erected to former rectors, founders or officers of the
church, or "other godly persons either connected with the church or with the families
of members of the congregation. "2 This person or persons, then, had to be approved
by the Vestry. In order for the window to be in harmony with the interior and
furnishings of the new church the Vestry decided that the cost of a memorial window
be no less than one thousand dollars. The design of the window also had to be
approved by the Vestry.J The Vestry of St. James would have approved any number
of designs from Tiffany Studios due to the studio's reputation for quality and taste.

I The Vestry of St. James stated that the current building's architecture, located at Fifth and
Marshall Sts was unfit for memorial windows. St. James Episcopal Church, Vestry Minutes, May,
a Historical Society, Richmond, Virginia; Ulrich Troubetzkoy, "Richmond's Historic St.
1900, Vir

gml

James." Times Dispatch, 9 October 1955.
2

St. James Episcopal Church, Vestry Minutes, June 4, 1912.

3

Vestry Minutes, June 4, 1912.
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However, the addition of memorial windows was not accepted by all of the
Vestry. Preston Cocke, registrar of the Vestry and Chairman of the Committee on the
Church Building Fund for the Franklin Street Church, stated his opposition to allowing
memorial windows to be placed in the "new" church. He wrote:
I do not consider that a Church, which is in the nature of a public building, is a
suitable place for the permanent display of one's private grief, or for the
exploitation, as is sometimes the case, of one's private ambition. Holding these
views, I am opposed to Church memorials in the ordinary sense.... The new
Church, while not purely classic in architecture, partakes more of that style than
of any other. It is certainly not Gothic. Hence, I do not think that highly colored
ornamental windows harmonize at all with its style4
No doubt this was the kind of opposition Louis C Tiffany had to contend with during
his window making period. It was his persuasiveness, hard work, and innovation in
the glass making process which made him one of the most famous and prolific creators
of colored-glass windows at the tum of the twentieth century.
The first of the four windows at St. James commissioned by Tiffany Studios was
the Addison Memorial window. (Fig. 23) This window, given by the children of
Edmund B. Addison and his wife, Emily C Addison, in memory of their parents,
depicts a Christian soldier kneeling before the figure of Christ. The soldier or knight
dressed in armour was a common symbol of the Christian struggle against the powers
of evil. When the Addison children approached the Vestry with a Tiffany design of
Christ blessing a Christian Knight in full armour, the design was considered "so
appropriate" that it was unanimously accepted5 Edmund B. Addison was an active
vestry member for over forty years, serving during that time as one of the wardens of

4 Letter to the Vestry, in the Vestry Minutes, March 4, 1912.
5 Vestry Minutes, October, 1922.
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the Church. It is worth mentioning that in the Vestry minutes for June, 1922, the
members, in commemorating Mr. Addison, wrote that he was "with his Pilot, face to
face."6 This same phrase, taken from the Tennyson poem, "Crossing the Bar," was
inscribed on the Heth Lorton memorial window installed several years later, (See Fig.
26) and stresses the importance of this expression to the members of St. James
Church. The Lorton window will be discussed in more detail later.
Due to the fire that occurred July 13, 1994, the four windows were not able to
be viewed until recently. Fortunately the Tiffany windows installed in St. James were
not badly damaged and were reinstalled in February, 1997. A description of the
Addison window was published in The Parish Guide of St. James Church from June 3,
1923, as was a discussion of its dedication and the contributions made by Mr. and
Mrs. Addison in relation to the church. 7 The soldier is wearing heavy armour and a
crimson cloak with an unsheathed sword in one hand, commonly symbolizing
righteous or spiritual warfare. 8 In the other hand is a palm branch, symbolizing victory
over death. The soldier's face is turned upward towards Christ who is standing before
him with His right hand raised in a gesture of blessing. Around Christ's head shines a

halo glorifYing His face. In contrast to the soldier's dark crimson cloak, Christ's
garments are in soft tones of rose and lavender. The background consists of an
opalescent cloud-streaked sky with sunset tints. The base of the window contains the
following inscription: "Well Done, Good and Faithful Servant, Enter Thou Into the
Joy of Thy Lord. To the Glory of God and In loving Memory of our Parents Edmund
6 St. James Episcopal Church, Vestry Minutes, June, 1922.
7

St. James Church, "The Christian Knight," The Parish Guide 1 (3 June 1923).

8

Apostolos-Cappadona, 315.
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B. Addison, 1834-1922, and his wife Emily C. Addison, 1838-1896."

The window is

signed at the lower right comer in script letters enameled onto the glass "Louis C.
Tiffany N Y."
The depiction of Christ in decorative robes and a jeweled crown was one of the
many variations ofHis portrayal. More commonly represented as a shepherd or a holy
man, the Christ shown in the Addison window is a noble savior blessing the act of the
soldier putting down his weapon in exchange for a renewed life of peace and devotion.
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Fig. 23. Tiffany Studios, Addison Memorial, "The Christian Knight," 1923, St. James
Episcopal Church, Richmond, Photograph by the author.
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St. James Episcopal Church
Window: Travers Memorial, "A Risen Christ"
Date: c. 1927
Location: East nave
Dimensions: 8 ft 8 in

x

4 ft 5 in

The approval of the Travers Memorial window was noted in the Vestry minutes
of February 28, 1927, reporting that the Committee on Memorials had received a
sketch from "Tiffany & Co. "1 The window was dedicated on the following November
6, during the Sunday service. Donated by Mrs. S.W. Travers in memory of her
husband Samuel Winfield Travers, an active Vestry member of St. James Church, the
window design consists of a standing figure of Christ, facing the viewer with His arms
outstretched in a welcoming gesture. (Fig. 24) At the base of the window is the
inscription from Matthew 11:28, "Come Unto Me All Ye That Labor and Are Heavy
Laden and I Will Give You Rest."
The portrayal of Christ in the Travers window was quite different from that in
the Addison window previously discussed. Here, Christ is depicted as a solitary figure
dressed in a purple tunic over which a white over vesture has been draped. He is
standing in a verdant landscape framed by stalks of blooming lilies, symbols of purity
and rebirth, at His lower left and right, and by an opalescent blue sky above.
Surrounding His head is a golden aureole indicating His divinity.

L

The misuse of the name "Tiffany & Co. seems as common then as it is now. Tiffany was
1894. Upon the death of his father in 1902, Tiffany

made the director of Tiffany & Co. as early as

became vice-president and art director. Much of Tiffany's products were displayed and sold at the
Tiffany & Co. showroom. Hugh F. McKean, The "Lost" Treasures of Louis Comfort Tiffany (New
York: Doubleday & Company, Inc.,

1980), 6.
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Fig. 24. Tiffany Studios, Travers Memorial, "A Risen Christ," c. 1927, St. James
Episcopal Church, Richmond, Photograph by the author.

St. James Episcopal Church
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Window: Caskie Memorial, "TheResurrection"
Date:

1929

Location: East nave
Dimensions: 8 ft 8 in x 4 ft 5 in
Literature: Illus. in "Memorial to James Caskie," Richmond News Leader, 7
December, 1929; "Memorial Window,"Richmond Times-Dispatch, 7 December
1929.
This window presented to St. James Episcopal Church by Mrs. James Caskie in
memory of her husband, James Caskie, an active vestry member and warden of the
church, depicts the Three Marys encountering the Angel ofResurrection at the
entrance of Christ's tomb. (Fig. 25) This design was approved at the Vestry meeting
held March 5, 1929, and the window was dedicated on Sunday, December 8, 19291
Very little information is extant on this and the other Tiffany windows in St. James
Church2 The data presented came primarily from the church's Vestry minutes and
contemporary newspaper articles.
Upon the dedication of the Caskie memorial window Tiffany Studios prepared a
newspaper announcement which was approved for publication by the members of the
St. James Vestry for Saturday December 7, 1929 in the Richmond News Leader and
Richmond Times-Dispatch3 One article described the radiance of the angel, the awed
expressions of the three women, and the beauty of the coloring of the window. Both
of these articles included a photograph of the window. From these photographs one
can see the confrontation of the Three Marys by the Angel ofResurrection.
I

St. James Episcopal Church, Vestry Minutes, March 5, 1929; December 3, 1929.

2 A letter stated that "recently a man from Tiffany took photos and appraised the windows
so that their fire insurance policies could be brought up to a more suitable basis in the event of a fire."
Letter to Registrar, Jno. B. Mordecai, in the Vestry Minutes, April 9, 1929.

3 Tiffany Studios, "Memorial to James Caskie, "Richmond News Leader, 7 December 1929.
Tiffany Studios, "Memorial Window," Richmond Times-Dispatch, 7 December 1929.
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According to biblical references, on the day following the entombment of the crucified
Jesus Christ, MaryMagdalene, sometimes alone and sometimes with one or two other
women, is said to have gone to Christ's tomb to anoint Him. When they arrived they
observed that the stone enclosing the crypt had been rolled away and the body of
Christ was gone. To the right of the tomb was an angel telling them that Christ had
risen and he was not there.4
This scene recreated in Tiffany Favrile glass for the Caskie memorial window at
St. James Episcopal Church includes three female figures at the tomb of Christ. In
Christian art, the three females figures are identified asMary Magdalene, Mary Salome
andMary Cleophas.5 The figure ofMary Magdalene can be identified by the small box
in which she carries her anointing spices and oils. The Angel to the right of the Three
Marys is depicted with its right hand raised assuring the women that "He is Risen-He
is Not Here" as stated in the inscription at the bottom of the window. The Angel's left
hand holds a palm branch symbolizing victory over death. The faces of the three
women to the viewer's left express surprise and awe at witnessing a miracle. Between
the Angel and theMarys a portion of the large rock wall of the tomb can be seen.

4

The event described is mentioned in Matthew 28:1-8; Mark 16:1-8; Luke 24:1-11; John

20:1-9.

5 Apostolos-Cappadona, 237.
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Fig. 25. Tiffany Studios, Caskie Memorial, "The Resurrection," 1928, St. James
Episcopal Church, Richmond, Photograph by the author.
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St. James Episcopal Church
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Window: Lorton Memorial, "Crossing the Bar"
Date: c. 193 7
Location: West nave
Dimensions: 8 ft 8 in

x

4 ft 5 in

Literature: lllus. in Alastair Duncan, Tiffany Windows, 176.
Located on the west wall of the nave is the window commissioned by Mrs. Heth
Lorton in memory of her husband. (Fig. 26) The Heth Lorton Memorial window
depicts a double-masted clipper ship sailing away into the distant sea leaving a lush
setting in the foreground. The composition is framed on both sides by clusters of
trees. Birch trees are recognizable to the left. Below, on the right, can be seen yellow
and blue irises, a common motif in Tiffany windows, and to the left of a variety of fern
like plants whose branches appear to be blowing in the breeze. At the bottom of the
window is the inscription, "I Hope To See My Pilot Face To Face When I Have
Crossed the Bar." These words from a poem by the English poet Lord Alfred
Tennyson (1809-1892), were added on the request of the rector1
The poem "Crossing the Bar" was written by Tennyson during his eighty-first
year and took only several minutes to compose. This, however, did not minimize the
importance of this poignant poem. When Tennyson was just several days away from
his death he asked his son to put "Crossing the Bar" at the end of all editions of his
poems. 2 The poem was adopted by many religious institutions and even made into a

1 St. James Episcopal Church, Vestry Minutes, December 14, 1936.
2

Hallam Tennyson, Lord Alfred Tennyson: A Memoir, (New York: The Macmillan

Company, 1897), 367.
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hymn, as indicated in the records of St. James and St.
Paul'sEpiscopal church. 3 It was
sung at the poet's own funeral in 1892. A poem with the
same theme including the
phrase "No moaning at the bar" was cited in the session minutes
from the Second
Presbyterian Church ofRichrnond4
As noted above the last two lines of "Crossing the Bar" were inscribed at the
bottom of the Lorton Memorial window upon special request of the rector. This was
the second allusion to the poem discovered during examination of St. James' church
records and Vestry minutes. The first mention was found in a memorial written by the
Vestry upon the death ofE. B. Addison, former Vestry member and warden, in which
they wrote that he "was with his Pilot, face to face. "5
The date of this window leads one to question whether this could be a Tiffany
window since Tiffany Studios filed for bankruptcy in 1932 and Louis C Tiffany died in
1933. Alastair Duncan, Tiffany author and art dealer, professed that the Lorton
window can indeed be considered a genuine Tiffany window, going so far as to include
a photograph of the window in his book Tiffany Windows. 6 This is due to the fact
that in 1933 a number of employees previously working with Tiffany, including Agnes
Northrop, Charles Nussbaum, John Berrian, andEdward Stanton, formed the
Westminster Memorial Studios on 23rd and 26th streets, New York in order to

3 Tennyson's "Crossing the Bar" is listed as being among the "many lovely tunes" included
in a book of Hymns and Canticles compiled in 1890 as a memorial to the late Rev. Dr. Hartley

Carmichael. Weddell, 532.
4

Second Presbyterian Church, Session Minutes, December 9, 1900, Union Theological

Seminary Library, Richmond, Virginia.
5

1922.
St. James Episcopal Church, Vestry Minutes, June 6,

6

Duncan, Tiffany Windows, 176.
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complete any outstanding commissions from Tiffany Studios7 In addition, the Vestry
minutes from the meeting held November 9, 1936 refer to a letter read from Mrs. Heth
Lorton stating that "she had ordered from Tiffany Studios a stained glass window to
be installed in St. James Church as a memorial to her husband. "8 The matter was
approved at which time the Committee on Memorials conferred with the Studios
regarding the installation of the Lorton Memorial window.
A similarly themed window made by Tiffany Studios was also illustrated in
Duncan's book. 9 The Marguerita Dennison Memorial window located in the First
Presbyterian church of Germantown, Pennsylvania was created in the 1920s. (Fig. 27)
This window depicts a very faint image of a ship in the distant horizon of a large body
of water. Instead of the verdant landscape present surrounding the bay in the Lorton
window, the bay in the Dennison window was enclosed by rocky cliffs. The waves in
the Dennison window appear more choppy and rough rather than the calm, smooth
water of the Lorton window, further highlighting the contrast between the two
windows. At the bottom of the Dennison window is the first stanza of Tennyson's
poem, "Crossing the Bar" which reads: "Sunset and evening star, And one clear call
for mel And may there be no moaning of the bar, when I put out to sea.- Tennyson"

7 Duncan, 73-4.
8

St. James Episcopal Church, Vestry Minutes, November 9, 1936.

9

Duncan, 175.
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Fig. 26. Tiffany Studios, Lorton Memorial, "Crossing the Bar," c. 1937, St. James
Episcopal Church, Richmond, Photograph by the author.
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Fig. 27. Tiffany Studios, Marguerita Dennison Memorial, 1920s, First Presbyterian
Church, Germantown, Pennsylvania, from Alastair Duncan, Tiffany Windows (New
York: Simon and Shuster, 1980), 175.

All Saints Episcopal Church
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Address: 8787 River Rd.
Architect: M. J. Dimmock (Franklin St); Barney & Chapman (River Rd)
Window: MayoMemorial, "Te Deum"
Date: 1899
Location: Clerestory
Dimensions: 4ft 10 1/4 in

x

2ft each

Designer: Joseph Lauber
Provenance: All Saints Episcopal Church, 316 W. Franklin St. (demolished
1961),1899-1957; All Saints Episcopal Church, 8787 River Rd., 1957-present.
The history of All Saints Episcopal Church began with the migration of
Richmonders during the 1880's to the west end of the city now known as the Fan
District. As families moved further west, new churches were needed to serve those
who could not easily make the trip downtown for worship. Streetcars were not readily
available and what was out of walking distance became inaccessible for the average
citizen. Therefore, in 1883, a chapel was built at the comer ofMadison and Grace
Streets. for the purpose of holding Sunday School classes and evening services. Later
in 1886, a church was begun onMadison Street between Grace and Franklin Streets.
It was to be completed in December 1888 and be known as All Saints Episcopal
Church. t This Gothic revival style church was architecturally suitable for a number of
stained-glass memorials. Four of these memorial windows were made by the studio of
Louis Comfort Tiffany. These included the window located in the east clerestory
representing "The Resurrection" in honor of Edward Archer Saunders (1818-1898),
the window over the baptistery portraying "Christ Blessing Little Children" in memory
of Samuel Freedley (1834-1898), the windows in the chapel illustrating "The

1

Hughes, 1
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Beatitudes" for members of the Whitcomb family, and the "Te Deum"
windows in the
chancel honoring the Mayo family2 (Fig. 28)
In the early 1950's, All Saints Episcopal Church again responded to the growing
population by moving further west. An abundance of Episcopal churches were then
located just blocks from one another. 3

Another factor in the move was the proposed

expressway scheduled to be built not far from the Franklin St. church which could
disrupt and damage the church and its activities. On October 27, 1957, the
cornerstone of the new All Saints Episcopal Church was laid on the Roslyn estate
located at 8787 River Road. Unfortunately, the church was unable to sell the other
property and the neo-Gothic landmark was razed to be later replaced by the Berkshire
Apartments4 Among the casualties of the move were many of the stained-glass
windows, particularly the Saunders and Freedley memorials whose current
whereabouts are unknown. A letter from Reverend Joseph W. Pinder of the Church of
the Redeemer at Chippenham Parkway and Huguenot Road dated October 21, 1960,
reveals that two stained-glass windows were borrowed by this church from All Saints
Episcopal Church to be returned upon their request. 5 Unfortunately, there was no
description of these two windows. The Church of the Redeemer has since moved their

2 Tiffany Studios, A Partial List of Windows; Hughes, 67. The location presented above
was correct in the Franklin St building.
3

All Saints was located at Madison and Franklin Streets with St. James at 120 W. Franklin

Street. and Grace and Holy Trinity at 8 N. Laurel Street.

4 Dean Levi, "Episcopal Landmark Downtown Was Razed in 1961," Richmond News
Leader, 21 February 1991, p. 16.
5

All Saints Episcopal Church, Letter dated October 21, 1960, in the Vestry Minutes, July 1,

1960, Virginia Historical Society, Richmond, Virginia.
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location to 2141 Winterfield Road, Midlothian, Virginia, and has no records
of the
whereabouts of these two windows.
At its present site the remaining pieces of the Mayo Memorial cited above are
located on both sides of the clerestory in the sanctuary of All Saints Episcopal Church
at River Road. The clerestory consists of thirty windows in ten groups of three each
with figural images of angels, archangels, saints or prophets. In this form these
windows can be appreciated solely by the richness of the color of the glass. The
height at which these windows have been placed makes it difficult to observe the form
and details present in the glass and figures. The significance these figures have to one
another is unclear. The discovery of the original black and white sketch of the Mayo
memorial window from the Tiffany Glass & Decorating Company (Figs. 34 through
39) demonstrates a variety of details concerning this window, such as the original
composition, the name of the designer and the date of its creation.6
The sketch, measuring 10 inches by 28 3/4 inches, represents fifteen ornate
lancet windows surmounted by three roundel windows and four smaller ornamental
windows above the central group of three. The theme of the window was the "Te
Deum" which refers to the Latin hymn of praise to God. Common to other windows
and mosaics representing the Te Deum, Christ is the central figure seated on a glorious
throne.7 (See Figs. 31 and 37) Designed by Joseph Lauber, who regularly did free

6

The drawing was discovered in a side narthex by the author. It was matted and framed in a

dark comer and the administrator of the Church was not aware of its significance.
and executed by Tiffany Studios
7 See"Te Deum Laudamus" designed by Frederick Wilson
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lance work for Tiffany beginning in the 1890's, the Mayo "Te Deum" evokes
the scene
described in Isaiah 6:1-3 which reads:
I saw the Lord sitting on a throne, lofty and exalted, with the train of His robe
filling the temple. Seraphim stood above Him each having six wings... And one
called out to another and said: 'Holy, Holy, Holy, is the Lord of hosts, The whole
earth is full of His glory '
While bodiless cherubim float above the seated figure of Christ, two angels prostrate
themselves directly to His left and right. At Christ's feet is a sphere resembling the
earth symbolizing His rule over the universe. Before the sphere is the lamb of Christ
carrying a flag with a red cross on a white background symbolizing victory over death.
Throughout the window there is a direct separation between the upper tier with
depictions of angels and archangels, representing the celestial or heavenly bodies, and
the images of terrestrial beings, such as prophets, martyrs and church fathers below.
The only link is in the central panel indicated by what appears to be a fountain with
four tributaries flowing down. This image is possibly a representation of the four
rivers of Paradise -- the Pison, Gihon, Tigris and Euphrates -- symbolizing the four
gospels which flow from Christ to nurture those that drink from them. 9

The figures

represented as celestial beings include four seraphim located in the two outer most
windows (Figs. 29 and 33) and on both the left and right of Christ. (Fig. 31) The two
on the left hold a banner which reads, "0 Lord In Thee, Have Trust ... " whereas the
two on the right hold a blank banner. The seraphim were six-winged creatures who
guarded the throne of the Lord and were led by the Archangel Uriel who was
represented in the central upper panel of the second tripartition from the right. (Fig.

9

Gertrude Grace Sill, A Handbook of Symbols in Christian Art (New York: Macmillan

Publishing Co. Inc., 1975.)
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32) In his left hand he holds a small church model which is an indication of the saint's
role as a founder or bishop of the church_ to
Beginning from the left after the two seraphim is Zadkiel, holding a long sword.
(Fig. 29) The next three figures are Chamuel, Raphael and Michael, each with their
respective attributes. (Fig. 30) Chamuel holds a chalice, Raphael a staff, and Michael
a brilliant blue bladed sword. The central panel is next illustrating the two kneeling
angels with Christ enthroned followed by a fourth tripartition with Gabriel and Jophial
on either side ofUriel. (Fig. 32) Gabriel holds a stalk of lilies while Jophial holds a
flaming sword. The last three panels contain the other two seraphim and an
unidentified figure not labeled on the drawing. (Fig. 33)
The lower sections of the five tripartitions contain the terrestrial figures including
a number of Prophets, Christian martyrs and the church fathers, St. Chrysostom and
St. Augustine. While the upper sections depict a single figure per window, the lower
sections display a variety of groupings including up to four characters in one section.
The lower section of the tripartite window (Fig. 29) to the far left features the two
figures of St. Chrysostom and St. Augustine, both integral characters in the formation
of the Christian Church: St. Chrysostom in the East and St. Augustine in the West.
The next section depicts the martyrs St. Vincent and St. Vitus with St. Hippolytus, the
soldier who was the jailer of St. Laurence. St. Vitus is depicted as a small child
standing in a cauldron signifying his being boiled in hot oil. He holds the palm of
martyrdom in his right hand while holding onto St. Hippolytus with his left who also
carries a palm, as well as a set of keys indicating his role as jailer. To the right of this

to

Apo stolos-Cappadona, 80.
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section are the martyrs St. Stephen and St. Laurence who were placed in the same
tomb. St. Stephen, dressed in a bishop's dalmatic, or tunic, carries the palm of
martyrdom in his right hand, and in his left holds three stones atop a book, signifying
the Old Testament. The stones denote his death by stoning. Laurence clutches a
gridiron in his hands symbolizing his being roasted to death.
The second and fourth tripartitions are comprised of prophets, or religious
messengers who aspired to purify and reform others with their stories of revelations,
visions, and conversations with God. (Figs. 30 and 32) The second tripartition
contains images ofHosea, Daniel, Nahum, Zachariah, and Ezekiel. Jeremiah,
Hasbakkukh, Micah, Isaiah, and Joel appear in the fourth tripartite window. The
figures are all dressed in unadorned robes and appear to be deep in thought and
contemplation. They are shown without identifying attributes, as are most of the
saints and apostles. The only accessory depicted with the prophets is the occasional
staff or scroll.
The region located beneath the enthroned Christ depicts eleven of the Apostles.
From the left they include Peter, Paul, Simon, James Minor, John, James Major,
Andrew, Thomas, Luke, Mark, and Matthew. Their placement directly below the foot
of Christ is significant, for they were all touched by the teachings of Jesus and were
compelled to spread His words to all who would hear them.
The final window's lower section contains five female saints who gave their lives
rather than yield to those who opposed them. (Fig. 33) The first panel depicts the two
virgin saints Agnes and Dorothea who both carry the palm of martyrdom. In the arms
of St. Agnes is a lamb which serves as a symbol of her chastity. St. Dorothea carries a
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bundle of roses. They refer to the roses sent by an angel after her execution to the
Roman lawyer Theophilus who taunted her. The central panel depicts St. Victoria who
also bears the palm of martyrdom. St. Euphemia and St. Cecilia are in the final
section, the former with a palm in her hand as well. St. Cecilia is pictured holding a
portable organ, which she is said to have invented, signifYing her love of music and her
recognition as the patroness of music and musicians.
When the new All Saint's church building was completed on River Rd in the
1960's, it was decided that the Mayo window would be cut to fit the thirty clerestory
windows present in the new sanctuary. This altered the original composition of the
window and lessened its impact. The group of roundels depicting the bodiless
cherubim above the head of Christ were excluded from the new installation. Recently
one of the roundels (Fig. 40) was discovered by Arthur Miller, a local glass artist and
restorator, when he purchased the Old Dominion Glass business. Miller has recently
installed this window in his Matthews County, Virginia home surrounding it with new
glass. Although it is unfortunate that this window could not have been reinstalled in
its original state, the individual figures in their iridescent flowing robes imbued with
jewel-like colors can still be appreciated by all who worship in and visit the Church.
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Fig. 28. Photograph of interior of All Saints Episcopal Church, 316 W. Franklin St.,
Before 1957, from Jennie Hughes, All Saints Episcopal Church: Richmond Va: 18551958. (n.p.: Garrett & Massey Inc., 1960), 6.
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Fig. 29. Joseph Lauber, Tiffany Glass & Decorating Company, Mayo Memorial, "Te
Deum," 1899, All Saints Episcopal Church, Richmond, Photograph by the author.
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Fig. 30. Joseph Lauber, Tiffany Glass & Decorating Company, Mayo Memorial, "Te
Deum," 1899, All Saints Episcopal Church, Richmond, Photograph by the author.
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Fig. 31. Joseph Lauber, Tiffany Glass & Decorating Company, Mayo Memorial, "Te
Deum," 1899, All Saints Episcopal Church, Richmond, Photograph by the author.
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Fig. 32. Joseph Lauber, Tiffany Glass & Decorating Company, Mayo Memorial, "Te
Deum," 1899, All Saints Episcopal Church, Richmond, Photograph by the author.
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Fig. 33. Joseph Lauber, Tiffany Glass & Decorating Company, Mayo Memorial, "Te
Deum," 1899, All Saints Episcopal Church, Richmond, Photograph by the author.
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Fig. 35. Joseph Lauber, Tiffany Glass & Decorating Company, Detail, Drawing of
Mayo Memorial, "Te Deum," 1899, All Saints Episcopal Church, Richmond,
Photograph by Richmond Camera.
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Fig. 37. Joseph Lauber, Tiffany Glass
Richmond,
, All Saints Episcopal Church,
Mayo Memorial, "Te Deum," 1899
Photograph by Richmond Camera.
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Fig. 39. Joseph Lauber, Tiffany Glass & Decorating Company, Detail, Drawing of
Mayo Memorial, "Te Deum," 1899, All Saints Episcopal Church, Richmond,
Photograph by Richmond Camera.
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Fig. 40. Joseph Lauber, Tiffany Glass & Decorating Com pany, Detail, Ornamental
Roundel from Mayo Memorial, "Te Deum," Matthews County, Virginia, Photograph
by the author.

All Saints Episcopal Church
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Window: Whitcomb Memorial, "The Beatitudes"
Date: n.d.
Location: Chapel
Dimensions: 5 ft 8 1/2 in x 2 ft each
Provenance: All Saints Episcopal Church, 316 W. Franklin St. (demolished 1961),
n.d.-1957; All Saints Episcopal Church, 8787 River Rd., 1957-present.
The nine "Beatitude" windows making up the Whitcomb Memorial were
originally located in the "morning chapel" of the All Saints Church on Franklin St.
When the Church moved in the late 1950's, seven of these windows were again placed
in the new chapel while the remaining two were deposited in each of the side narthex
of the new church. The windows were given to the church by Mr. H. D. Whitcomb in
memory of Abigail Parker Whitcomb (1804-1892), Mary Lyman Whitcomb (18321873), Kate Whitcomb Nicolson (1858-1883), and Virginia Kinney Whitcomb (18301887). Each window contains one of the nine Beatitudes, or the promises from Jesus
Christ of impending blessings made during His "Sermon on the Mount," found in
Matthew 5:3-11. These Beatitudes are meant to describe the qualities of Christian
perfection. To the left and the right of the altar are the only windows without figural
representation. They are comprised of the ornate neo-Gothic canopy also seen over
the enthroned Christ in the "Te Deum" window, as well as will be seen in the "Angel"
from Grace and Holy Trinity Episcopal Church (See Fig. 21) and in many windows
from Blandford Church in Petersburg. (See Figs. 65 through 75)
The majority of the two windows near the altar is taken up by the text of the first
and seventh Beatitudes which read, "Blessed are the Poor in Spirit for Christ is the
Kingdom of Heaven" and "Blessed are the Merciful for They Shall Obtain Mercy "
(Figs. 41 and 42) The remaining windows contain the rest of the Beatitudes, each
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represented above a figure of a winged angel dressed in flowing robes and displaying a
glowing mandorla. The windows of the right side of the chapel contain the phrases
"Blessed are the Meek," "Blessed are they that Mourn," and "Blessed are the
Persecuted," (Figs. 43 through 45) while the left side contains "Blessed are the
Righteous," and "Blessed are the Poor in Spirit." (Figs. 46 and 47)

The windows in

both of the side narthex include the remaining two passages, "Blessed are the
Peacemakers" and "Blessed are the Pure in Heart." (Figs. 48 and 49)
Consistent with all nine windows is the placement of the central image inside a
border of clear diamond paned glass that is reminiscent of the medieval style. It is
uncertain if this was the original intention of the artist, or a later addition when the
windows were reinstalled at River Road. 1 Characteristic to other windows by Tiffany
is the presence ofFavrile glass in a variety of bright iridescent and opalescent colors
including variegated mixtures of blues and greens and oranges and yellows, as well as
the use of thick drapery glass to create the texture of folds in the angels' robes.
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Fig. 41. Tiffany Glass & Decorating Company, Whitcomb Memorial, "The
Beatitudes," "Blessed are the Poor in Spirit for Christ is the Kingdom of Heaven,"
n.d., All Saints Episcopal Church, Richmond, Photograph by the author.
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Fig. 42. Tiffany Glass & Decorating Company, Whitcomb Memorial, "The
Beatitudes," "Blessed are the Merciful for They Shall Obtain Mercy," n.d., All Saints
Episcopal Church, Richmond, Photograph by the author.
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Fig. 43. Tiffany Glass & Decorating Company, Whitcomb Memorial, "The
Beatitudes," "Blessed are the Meek," n.d., All Saints Episcopal Church, Richmond,
Photograph by the author.
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Fig. 44. Tiffany Glass & Decorating Company, Whitcomb Memorial, "The
Beatitudes," "Blessed are they that Mourn," n.d., All Saints Episcopal Church,
Richmond, Photograph by the author.
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Fig. 45. Tiffany Glass & Decorating Company, Whitcomb Memorial, "The
Beatitudes," "Blessed are the Persecuted," n.d., All Saints Episcopal Church,
Richmond, Photograph by the author.
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Fig 47. Tiffany Glass & Decorating Company, Whitcomb Memorial, "The
Beatitudes," "Blessed are the Poor in Spirit," n.d., All Saints Episcopal Church,
Richmond, Photograph by the author.
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Fig. 48. Tiffany Glass & Decorating Company, Whitcomb Memorial, "The
Beatitudes," "Blessed are the Peacemakers," n.d., All Saints Episcopal Church,
Richmond, Photograph by the author.
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Fig. 49. Tiffany Glass & Decorating Company, Whitcomb Memorial, "The
Beatitudes," "Blessed are the Pure in Heart," n.d., All Saints Episcopal Church,
Richmond, Photograph by the author.

123

Ginter Park Baptist Church
Address: 1200 Wilmington Ave.
Window: Ornamental Windows
Date: c. 1906
Location: East and West walls of sanctuary and side vestibules
Dimensions: Nine at 16 1/2 ft

x

6 ft, One at 22 ft

x

10 ft, Three at 11 ft

x

18 in

Provenance: Grace St. Presbyterian Church (demolished 1920), 1906-c. 1915; Ginter
Park Baptist Church, c. 1915-present
The ornamental windows located in the sanctuary and side vestibules of Ginter
Park Baptist Church were originally commissioned for the Grace Street Presbyterian
Church, once located at Grace and Fourth Streets as part of the redecoration of the
interior of the sanctuary1 In 1915, when the Grace Street Church merged with the
Church of the Covenant, to form Grace Covenant Church, the Grace Street building
was no longer used for worship. The building was razed in 1920 and it was at this
time that the Ginter Park Baptist Church acquired the windows and other materials
from the demolition and used them to erect in their own church. 2
The redecoration of the interior of Grace Street Presbyterian had begun in 1905.
As discussed in the Session minutes from June 15, 1905, the work was to be done by
"Tiffany & Co. "3 This project included more than just the installation of stained-glass
windows. It also consisted of the decoration of the interior walls and ceiling of the
current auditorium, as well as the choir addition, gallery, and upper and lower
vestibules. 4
I

In addition to this was the furnishing of new electric chandeliers. 5 The

The smaller panels at the bottom of the windows contain the names and dates of the

patrons who paid for the transferal and reinstallation of the windows in the Ginter Park Church.
2

"Questions and Answers," News Leader, 16 November 1937.

3

Grace Street Presbyterian Church, Session Minutes, June 15, 1905, Union Theological

Seminary Library, Richmond, Virginia.
4

Session Minutes, June 15, 1905.

T
,,
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work was to be completed for a sum total of$7000.00 in a matter of about four
months6 However, this estimate was over the budget of the Grace St. Church, and,
after some consideration "Tiffany's" decided that they could lower their price to
$5500.00 by using brass instead of bronze where it was needed7 Tiffany's proposal
was finally accepted February, 19068 A copy of the "Letter & Contract from Tiffany
Studios" was included in the Board ofDeacons Minutes for AprilS, 1906. The letter
stated that the work originally agreed upon would be completed for the sum of
$5000.00.9
The newly remodeled interior of the Grace Street Presbyterian Church can be
seen in a photograph taken after the renovation of 1906. (Fig. 50) The forms of some
of the windows now located at Ginter Park Baptist can be recognized, as can the
hanging electric chandeliers. Portions of these light fixtures were acquired by the
Grace Covenant Presbyterian Church, located at 1627 Monument Avenue, upon the
destruction of the former Grace Street Presbyterian Church building. (Fig. 51)
Missing from these chandeliers are the extensions and glass globes which surrounded
the upper portion of the light fixture which can be seen in the previously mentioned

5

Session Minutes, June 15, 1905.

6 Session Minutes, June 15, 1905
7 Grace Street Presbyterian Church, Session Minutes, November 13, 1905.
8 Tiffany's competitor, J & R Lamb was also in contention for the job. Session Minutes,
November 13, 1905.
9 This work included the creation and installation of the stained-glass windows and electric
fixtures and the decoration of the walls of the auditorium, ceiling and side walls of the vestibules.
The payments were to be made in three payments, the first to be $2?00.00, and the second and third
.
to be $1250.00 each. Grace Street Presbyterian Church, SessiOn Mmutes, Apnl5, 1906.
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photograph. Extant is the central glass fixture held by a decorative frame of brass and
hung from the ceiling by a chain of what appears to be the same material.
As noted above, the majority of the windows made by Tiffany Studios for the
Grace St. Presbyterian Church are presently installed in the sanctuary of Ginter Park
Baptist Church. Differing from the figural and landscape windows in the Richmond
and Petersburg area discussed in this paper, the windows at Ginter Park Baptist are
purely ornamental, containing large vertical panels of colored opalescent glass with
decorative and symbolic designs centrally located. The largest of these windows,
located at the southern end of the sanctuary, contains four lancet windows consisting
of long vertical panes of yellow opalescent glass with a pattern of diamond shaped
panes of greenish hued opalescent glass flowing across them. (Fig. 52) Dissecting
these vertical panes is a large horizontal decorative band of multicolored glass topped
with row of trefoil designs. The pattern in this decorative band resembles the
ornamentation seen on the chandeliers currently located at Grace Covenant Church
and allows one to see the common decorative theme of the interior of Grace Street
Presbyterian as remodeled by Tiffany Studios. A similar band is located along the top
of these four windows. The uppermost portion of the window contains a trio of
roundels surrounded by smaller tracery windows. Depicted in the three roundel
windows are images of the Greek cross, in the topmost roundel, and grapes on a vine
and a cluster of passion flowers in the two lower roundels. The representation of the
Greek cross located in the uppermost roundel commonly symbolized the church and
was identified by its four equal arms. Encrusted in the center of the cross is a large
glass "jewel." These jewels were created in Tiffany's glassworks by pressing molten
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glass into molds forming smooth ovals or multi-faceted prisms, which would reflect
and refract light when placed in a window producing gem-like effects. Tiffany's
windows were usually heavily laden with these jewels appearing in borders, flower
centers, crowns, as well as in the center of crosses. To the lower left and right of the
Greek cross are two roundels comprised of clusters of passion flowers and grapes,
both symbols of the suffering of Jesus Christ.
The remainder of the windows created for the Grace St. Presbyterian Church are
located along the east and west walls of the sanctuary, and on three partial windows
in the east and west vestibules. These eight windows along the sides of the church are
noticeably smaller than the southern window, but contain the same yellow opalescent
glass framed by panels of green glass. Common to these eight windows is the centrally
located crowned shield, each containing a different religious symbol flanked on the left
and right by a circular design over which a stylized cross with a floral center has been
set. These windows are adorned at the top by decorative tracery windows displaying
hues of gold, green, and brown.
As mentioned previously, the windows contain a variety of religious symbols.
Along the eastern wall of the church beginning from the southern end are the passion
flower, which is the symbol for the suffering of Christ, the letters alpha and omega,
which are the first and last letters of the Greek alphabet, symbols of the immortality of
Jesus Christ, and a morning glory, which is a symbol of the Resurrection.10 (Figs. 53
through 56) The windows along the west wall contain depictions of a pomegranate,

to
Rene T. De Quelin, Plans ofthe Symbols Together With a Key to the Symbolism As
the Tiffa ny Studios ofNew
Found in the Decorations Recently Executed in Westminster Church by

York City (Buffalo, 1903).
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which is another symbol of the Resurrection, a cluster of grapes, which is a symbol of
the Passion of Jesus Christ, a red rose, a symbol of resurrection and a lily, a symbol of
immortality. (Figs. 57 through

60)

In the east vestibule is a partial window displaying

and image of a lily of the valley, (not pictured) a symbol of humility.
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Fig. 50. Interior Photograph, Grace Street Presbyterian Church, After 1906, Courtesy
of the Valentine Museum, Richmond.
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Fig. 51. Tiffany Studios, Hanging lamp, c. 1906, Grace Covenant Presbyterian
Church, Richmond, Photograph by the author
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Fig. 52. Tiffany Studios, Ornamental window, c. 1906, Ginter Park Baptist Church,
Richmond, Photograph by the author.
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Fig. 53. Tiffany Studios, Ornamental Window, "Passion Flower," c. 1906, Ginter Park
Baptist Church, Richmond, Photograph by the author.
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Fig. 54. Tiffany Studios, Ornamental Window, "Alpha," c. 1906, Ginter Park Baptist
Church, Richmond, Photograph by the author
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Fig. 55. Tiffany Studios, Ornamental Window, "Omega," c. 1906, Ginter Park Baptist
Church, Richmond, Photograph by the author.
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Fig. 56. Tiffany Studios, Detail, Ornamental Window, "Morning Glory," c. 1906,
Ginter Park Baptist Church, Richmond, Photograph by the author.
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Fig. 57

Tiffany Studios, Ornamental Window, "Pomegranate," c. 1906, Ginter Park

Baptist Church, Richmond, Photograph by the author.
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Fig. 58. Tiffany Studios, Ornamental Window, "Grapes," c. 1906, Ginter Park Baptist
Church, Photograph by the author.
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Fig. 59. Tiffany Studios, Detail, Ornamental Window, "Red Rose," c. 1906, Ginter
Park Baptist Church, Richmond, Photograph by the author.
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Fig. 60. Tiffany Studios, Detail, Ornamental Window, "Lily," c. 1906, Ginter Park
Baptist Church, Richmond, Photograph by the author

139

Hollywood Cemetery
Address: 412 Cheny St.
Designer: Charles E. Tayntor,New York
Window: Lewis Ginter Mausoleum, three windows
Date: "Angel", copyright 1895; "Cross" and "Crown", c. 1898
Location: Inside mausoleum
Dimensions: All are 4 ft 3 in

x

2 ft 6 in

Literature: "Angel" Illus. in Mary H. Mitchell, Hollywood Cemetery: The History of a
Southern Shrine (Richmond: Virginia State Library, 1985), between 114 and 115.
Lewis Ginter ( 1824-1897) was born inNew York, but established his fame and
fortune in Richmond by producing the first pre-packaged cigarettes with the Allen and
Ginter Tobacco Company and for later building the elegant Hotel Jefferson in 1895.
At his death in October 1897, his body was placed temporarily in the vault of Mr. John
C. Shafer in Hollywood Cemetery. This was because Ginter had not been satisfied
with the plot that he had purchased. His relatives intended to purchase a more
appropriate plot in the "old part of the cemetery so that he may be surrounded by the
men who were his friends during his earlier years in this city." 1 After finding a more
suitable location off Waterview Ave overlooking the James River, Ginter's family
erected a mausoleum designed by Charles E. Tayntor ofNew York begun in April
18982 The mausoleum was made of Quincy granite with interior marble walls and
two Corinthian columns at each corner. (Fig. 61) The tomb also had heavy bronze
doors with glass plates designed by Louis Comfort Tiffany and three more magnificent
stained-glass windows by Tiffany as well.
This group of three stained glass windows can be seen by literally peaking
through the ironwork covering the glass plates in the doors. The central panel located

1

"To Be Buried To-Day," Richmond Dispatch, 5 October 1897, 1.

2

"Ginter Mausoleum," Richmond Dispatch, 24 April 1898, 10.
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in the back wall of the mausoleum contains the image of a beautiful angel (Fig. 62),
commonly represented in memorials as a guardian of the deceased. Dressed in an
opalescent pink robe with golden iridescence made from drapery glass the angel is
holding a stalk of white lilies, in this instance a symbol of the Resurrection and an
image common to figurative and landscape windows made by Tiffany Studios. The
background displays a rich landscape containing a variety of confetti and opalescent
glass. The window is devoid of any enameling except in the rendering of the angel's
facial features, hands, and feet. The angel is standing in a contraposto position with
weight resting on the right leg. Surrounding the window is a border of small
cabochons framing the scene. From the outside of the tomb, one can see several areas
on the glass where the process of plating has been used on this as well as the other two
windows. At the bottom right of this window is an identifying stamp reading,
"COPYRIGHT 1895, TIFFANY GLASS & DECORATING COrviPANY, NEW
YORK." Since the Mausoleum itself was not built until after Ginter's death in 1897,
this window could have been in stock or previously custom made for the mausoleum.
To the left of the "Angel" window is a window containing a jeweled cross
surrounded by a cluster of grapevines. (Fig. 63) This cross, along with the window
located on the opposite wall depicting a crown surrounded by overgrown flowering
foliage, (Fig. 64) symbolize the reward a faithful Christian receives after death.
As described in the Richmond Dispatch, Sunday, April 24, 1898:
The mausoleum is being built of quincy granite. The accompanying illustration of
the plan shows four steps to the entrance. Bronze doors to the tomb, flanked by
two flat pilasters with Renaissance caps surmounted by pseudo Greek entablature.
Two Corinthian columns with scamozzi capitals stand at each comer. Just above
the entrance the name Lewis Ginter appears in large capitals and the hour-glass is
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in the pediment. The columns support cornices quite unique in design which in
tum support a minaret dome ....The interior of the mausoleum will be finished in
marble and inside the doors, which will be of bronze grill plate-glass will be set by
Tiffany. There will be two windows in the mausoleum on either side and one at
the back.3
There were actually three stained-glass windows installed, as well as the two
clear glass windows in the bronze doors.

3 "Ginter Mausoleum," 10
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Fig. 61. Charles Tayntor, Lewis Ginter Mausoleum, 1898, Hollywood Cemetery,
Richmond, Photograph by the author.
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Fig. 62. Tiffany Glass & Decorating Company, "Angel," copyright 1895, Lewis
Ginter Mausoleum, Hollywood Cemetery, Richmond, Photograph by the author.
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Fig. 63. Tiffany Glass & Decorating Company, "Cross," c. 1898, Lewis Ginter
Mausoleum, Hollywood Cemetery, Richmond, Photograph by the author.
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Fig. 64. Tiffany Glass & Decorating Company, "Crown," c. 1898, Lewis Ginter
Mausoleum, Hollywood Cemetery, Richmond, Photograph by the author.
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Address: Petersburg, Virginia
Architect: Unknown
Windows: Compass Windows
Date: 1901-1912
One of the few churches extant whose entire arrangement of stained-glass
windows was created, designed and erected by the studios ofLouis Comfort Tiffany is
Blandford Church inPetersburg, Virginia. It also holds the most complete
documentation on a Tiffany Studios commission in the Richmond andPetersburg area
with much of the information being presented in a publication by Martha Wren Briggs
in 19921
The church structure was built in 1 73 5. After beginning as an Anglican church it
went through a number of changes. Although services were still held until 1803, it
was largely abandoned in 1 791 when a new Anglican church was built closer to
Petersburg. In 1818, the church was acquired by John Grammar who donated it to the
city ofPetersburg the following year. Years of neglect left the building in disrepair,
but despite this fact it was used as a hospital towards the end of the Civil War. Finally
in 1901, the members of the Ladies' Memorial Association ofPetersburg began a
campaign to return the dilapidated old church to its previous beauty. One of the more
dramatic projects that the ladies launched was a commission to Tiffany Studios to
install stained-glass windows throughout the church. The windows were to be
dedicated to the over thirty thousand Confederate soldiers buried in the Blandford
cemetery located behind the church. The Studios accepted the commission creating
and installing fifteen beautiful stained-glass windows for the church. The subject of

t

Martha Wren Briggs, The Compass Windows of Old Blandford Church: A Tribute in

Tiffany Glass, (Sedley, Va: Dory Press, 1992).
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the windows was left up to Tiffany and his designers with the only stipulation being
that the windows have an overall theme which unified them.
The Ladies Memorial Association had solicited various other memorial
associations from each of the Confederate states, offering them the privilege of
erecting a window to their honored dead. Kentucky was the only state who declined
this offer, stating that it was already doing memorial work in their locale and did not
feel capable of doing both. 2 This left an extra window over the west door which
Tiffany designed and donated; this being the "Cross ofJewels " The existence of the
original contracts for these fifteen windows makes known certain information
regarding their dates and prices. The price decided upon for the eleven figure
windows was $385.00 each including "sash protection, freight & setting. "3
The popularity of the Gothic revival still present at the beginning of the twentieth
century can be seen in the use of elaborate canopies framing the eleven compass
windows which represent images of saints and apostles. These ornate frames were
used to imitate the effect of an architectural aedicula, and give the window a three
dimensional effect which can also be seen in the Warwick "Angel" at Grace and Holy
Trinity Church, Richmond, Virginia. (See Fig. 21) Three more ornamental windows
were created for the areas near the ceiling in the north wing of the building and in the
transom over the entrance to the church. The size of these windows and their distance
from the viewer made them inappropriate for the figural theme characteristic of the
windows in the remainder of the church. Therefore, floral and emblematic designs
2

Janet Bernard Nichols, Sketch of Old Blandford Church ( 1957; reprint Petersburg,

Virginia: The Ladies Memorial Association,
3

1990).

Tiffany Studios, Draft of Agreement,

Blandford Church, Petersburg, Virginia.

1903-1911, Ladies' Memorial Association Archives,
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were created to unify the three windows and prevent their being overshadowed by the
larger figural ones. The other non figural window was the "Cross of Jewels" which
Tiffany donated in lieu of the Kentucky window. The following entries will address
these fifteen windows in greater detail.

Old Blandford Church

149

Window: South Carolina, "St. Mark"
Date: c. 1910
Dimensions: 8 ft 10 in x 3 ft 2 in
Location: South wall
Upon entering the church from the West door, one can view the South Carolina
window on the South wall directly to the right. (Fig. 65) Chosen for the South
Carolina window was the image of St. Mark the Evangelist and Apostle who authored
the second Gospel of the New Testament. He is represented as a young bearded saint
dressed in an iridescent lavender and pink vesture. In his hands he holds a rolled
parchment signifying his writing of the Gospel. 1 The saint was placed in a serene
background of lush vegetation common to figural windows by Tiffany. This devise is
similar to the other backgrounds in the remaining figural windows at Blandford with
the exception of the Louisiana, Virginia and Missouri windows. The scene contains a
variety of different trees including the cypress often associated with death.
At St. Mark's waist is a configuration of yellow and lavender rectangles which
Martha Wriggs asserts resemble the "unfurled sails of a three-masted clipper ship,
prominent in Tiffany's time. "2 This assertion is supported by her reference of Saint
Mark being shipwrecked near the coast of the Adriatic sea. This colorful arrangement
could also be simply a part of the sash worn around the saint's waist.
Above Saint Mark's head is an elaborate canopy in amber and golden hues.
Centered above the saint's head is a medallion placed at the peak of the canopy which

1

The presence of a book or parchment in a figure's hand was commonly used to indicate that

person's authorship or learning. In Christian art, the book usually referred to writings of the New
Testament, while a parchment or scroll signified writings from the Old Testament. Apostolos
Cappadona, 63-64.
2

Briggs, foldout between pp. 4 and 5.
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holds the state seal of South Carolina and identifies the window as being given by that
state.
The inscription at the bottom panel of the window reads:
To The Glory Of God And In Memory Of South Carolina's Sons Who Died
For The Confederacy+++ He Doeth According To His Will In The Army Of
Heaven And Among The Inhabitants Of The Earth
The window is signed in block capital letters at the lower right "TIFFANY
STUDIOS NEW YORK."
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Fig. 65. Tiffany Studios, South Carolina Memorial, "St. Mark," c. 1910, Old
Blandford Church, Petersburg, Photograph courtesy of the Petersburg Museums.
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Window: North Carolina, "St. Bartholomew"
Date: c. 1910
Dimensions: 8 ft I 0 in x 3 ft 2 in
Location: South wall
To the left of the South Carolina window on the South wall is the window
contributed by the state of North Carolina which depicts the image of St.
Bartholomew. (Fig.

66) According to tradition, St. Bartholomew was a preacher and

writer who evangelized India and Armenia and became a martyr because of these
actions. 1 His punishment consisted of being flayed alive and then crucified. He is
depicted here as a middle-aged man with a beard holding a knife in his right hand
symbolizing his martyrdom. He holds the edge of his cloak in the other hand. The
image of the rumpled cloth in his left hand is reminiscent of martyrs carrying their
flayed skins which signified their fate. The saint is wearing a robe of pale green with
golden highlights and is shown standing in a verdant landscape similar to that in the
South Carolina window.
Tiffany chose not to use the double-hung windows which had originally been
installed in the church. Instead he substituted horizontal stained-glass panels which
were supported by horizontal lead tie-bars. These tie-bars also served to secure the
window frames to the building. In an attempt to make these bars interfere as little as
possible Tiffany took advantage of halation. Halation is the physical phenomenon
which occurs when the light flowing through a window is diffused around the solid
cross bar, making it appear thinner or less apparent. This is made more effective when
color is used as in Saint Bartholomew's knife. The use of darker shades near the hilt of

1

Apostolos-Cappadona, 53.
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the knife where the lead bar crosses camouflages the bar and makes it practically
invisible at that point.2
Inscribed on the lower panel of the window is, "In memory ofNorth Carolina's
Soldiers of whom 40,275 proved their devotion to duty by their death. -God Bless

North Carolina

-

R.E. Lee." Lee's autograph was enameled onto the glass at the end

of the inscription. Above the figure of St. Bartholomew is the state seal ofNorth
Carolina. The window is also signed at the lower right comer in block capital letters,
"TIFFANY STUDIOS NEW YORK"

2 Briggs, foldout between pp. 4 and 5.
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Old Blandford Church
Window: Louisiana, "St. Paul"
Date: c. 19081
Dimensions: 8 ft 10 in

x

3 ft 2 in

Location: South wall
The third window on the South wall honors the soldiers from Louisiana. (Fig.
67) It is the only figural window not bearing its state seal. It bears instead the insignia
of the Washington Artillery ofNew Orleans, Louisiana. Represented in the Louisiana
window is an image of St. Paul much less dramatic than that portrayed by Tiffany
Studios at St. Paul's Episcopal Church, Richmond, Virginia. (See Fig. 1 0) Here the
saint stands alone in a background devoid of lush vegetation. Instead, the artist chose
to draw attention to the figure of St. Paul without the distraction of the beautiful
pattern of trees and bushes seen in some of the other Blandford windows. The area
behind St. Paul is comprised of opalescent glass which blends from a colorless sky in
the upper portion to a variegated mottled section resembling a thick haze in the lower
half of the background.
Paul's life is accounted beginning with Acts 7:58. Paul spent the early portion of
his life persecuting Christians as blasphemers until he was blinded by the light of God,
healed by Ananias, changed his name from Saul to Paul, and became a great Christian
missionary. His preaching of Christian ideals led to his condemnation to death after
which he was beheaded. His attributes include an inverted sword and the set of scrolls

I The Tiffa ny Studios contract referring to the Louisiana dated April!, 1904 stated that the
window was "to be in on or before May 1, 1904". The contract also stated that, "The entire work will
be completed by the time first stated, unless alterations are required, or delays caused by strikes, or
other unforeseen causes beyond our control." Tiffany Studios contract, April!, 1904; According to

contemporary newspaper articles the window was already in place when six other windows were
unveiled at the church on Friday, June 3, 1910; "This A Memorable Day For City of Petersburg,"
The Daily Index Apoeal, 3 June 1910, p. 1; "Unveiling Exercises at Old Blandford Church," The

Daily Progress, 3 June 1910, p. 1.
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with which he is depicted in the Louisiana window. His facial features are portrayed
similarly to those in the Jefferson Davis window at St. Paul's Church in Richmond,
Virginia. (See Fig. 1 0) He is represented as a young man with cropped hair and a
short beard. Even the colors in his robe are comparable, consisting of layers of purple,
green, and amber.
The inscription at the bottom of the window reads, "To the Glorious Memory of
those Brave Men of the Washington Artillery ofNew Orleans, LA Who Gave their
Lives for the Confederate Cause."
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Fig. 67. Tiffany Studios, Louisiana Memorial, "St. Paul," c. 1908, Old Blandford
Church, Petersburg, Photograph courtesy of the Petersburg Museums.
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Window: Virginia, "St. John"
Date: c. 1903
Dimensions: 8 ft 10 in x 3 ft 2 in
Location: Chancel, East wall
Located in the chancel of the church are the Virginia and Missouri windows. As
in much Christian art, St. John is depicted as he is in the Virginia window, a young,
beardless, almost effeminate man with long curly hair. (Fig. 68) He is set on the Island
ofPatmos where he was exiled for his beliefs. In this window Tiffany and his artisans
accomplished the creation of a single piece of glass infused with two colors, yellow
and blue, which seem to blend into one another as if in a watercolor. This innovation
was used to create the illusion of the desert sands on the Island ofPatmos merging
into the clear blue sky above. It was during John's exile onPatmos that he scribed the
Book of Revelations which anticipates the end of the world.
This representation of St. John on the Island ofPatmos can be compared and
contrasted with the portrayal of the same saint at the Washington Street Methodist
Church in Petersburg dated 1917, (See Fig. 78) approximately 14 years after the
Virginia window at Blandford. At the Washington Street church the saint is again
rendered as a young, beardless man in a lush setting, but he is represented with more
action for he pulls up his hood to cover his head. John is also depicted holding in his
hands an open book and writing instrument to emphasize his writings, whereas the
Blandford window shows him with a golden chalice in his left hand signifying the
failed attempt by the Emperor Domitian to poison John with tainted wine. According
to legend, the wine was somehow transformed into a snake and, thus, was not drunk
by the saint. 1
1

Apostolos-Cappadona, 189-90.
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A common decorative element used by Tiffany and his contemporaries was the
use of "fractured" glass seen in the hem of Saint John's tunic. Fractured glass was
created when small chips of glass were fused into a sheet of glass while still in molten
form to create texture or patterns of color. It was also referred to as "foliage" glass
and was commonly used in areas representing lush vegetation or flowers as, for
instance, in the North Carolina window.
A curious element in the Virginia window is the presence of what appear to be
tree stumps to the proper left of the window. The tree stump is also found in the Blair
Memorial at St. Paul's Episcopal Church, Richmond. The use of motifs such as tree
stumps, ruins, and broken columns were used in the nineteenth and early twentieth
centuries as references of death. Although, John was the only apostle who lived a long
life, dying of natural causes, the tree stumps could have been symbolic of the many
young men whose lives were cut short during the Civil War. (See Figs. 6 through 8)
At the bottom of the window is the following inscription, "To the Glory of God
and In Memory of Virginia Patriots and Heroes of the Confederate Army. Eternal
Right Tho' All Else Fail Can Never Be Made Wrong ... The signature "TIFFANY
STUDIOS NEW YORK" appears at the lower right of the window in capital block
letters.
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Fig. 68. Tiffany Studios, Virginia Memorial, "St. John," c. 1903, Old Blandford
Church, Petersburg, Photograph courtesy of the Petersburg Museums.
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Old Blandford Church
Window: Missouri, "St. Peter"
Date: c. 1908
Dimensions: 8 ft 1 0 in

x

3 ft 2 in

Location: Chancel, East wall
To the left of the Virginia window is the window given by the state of Missouri
which represents St. Peter. (Fig. 69) In the Missouri window, he is portrayed as a
middle-aged, bearded saint in a rich iridescent purple robe of opalescent glass. His
only attribute is a large golden key in his right hand. This key symbolizes that he was
the keeper of the keys of heaven. Around the neckline of St. Peter's tunic is a border
of brightly colored pieces of glass resembling jewels. These "jewels", discussed
previously in the description of the windows at Ginter Park Baptist Church, were
actually pieces of glass hand cut to create a multi-faceted fragment which would
reflect and refract light like a gem.
St. Peter was depicted in a landscape somewhat different from the majority of
the figure windows at Blandford. Instead of lush trees and bushes, St. Peter is set
before a body of water surrounded by rocky cliffs and plateaus. A few smaller bushes
can be seen directly behind the saint, but not to the extent as in the Mississippi or
South Carolina windows. Martha Briggs suggests that the landscape behind St. Peter
is suggestive of Asia Minor where St. Peter was said to have spread the doctrines of
Christ.1
The glass used to create the vestments of St. Peter contains a combination of
deep green and purple with golden highlights. The richness of this purple color was

1 Briggs, foldout between pp. 4 and 5.
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said to have been achieved by the addition of gold to the surface of the drapery glass
after the ripples had been formed and before the glass had cooled. 2
The window's inscription reads, "Given by the ConfederateMemorial Societies
ofMissouri. QuiMoriuntur Pro Jure NumquamMoriuntur Frustra." It was signed at
the lower right, "TIFFANY STUDIOS NEW YORK."

2

Briggs, foldout between pp. 4 and 5.
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Fig. 69. Tiffany Studios, Missouri Memorial, "St. Peter," c. 1908, Old Blandford
Church, Petersburg, Photograph courtesy of the Petersburg Museums.
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Old Blandford Church
Window: Mississippi, "St. James the Less"
Date: c. 1908
Dimensions: 8 ft 10 in

x

3 ft 2 in

Location: Chancel, North wall
Located on the North wall near the Chancel is the Mississippi window dedicated,
as written in its inscription, "To the Glory of God and In Loving Memory of the
Mississipians of the Confederate Army Who Fell Around Petersburg, Va. For Their
Country They Gave Their Lives. Greater Love Hath No Man Than This." The
Mississippi window depicts the figure of St. James the Less who became the first
bishop of Jerusalem and was a founder of many churches. (Fig. 70) Here he is
portrayed without his usual attribute, the fuller's club with which he was beaten to
death for his loyalty to Judaism. Instead the saint is shown holding a book on which a
miniature version of a red-spired church has been placed. The presence of a model of
a church in the hands of a saint usually identifies him with being the founder, donor,
bishop or patron of that particular building. 1
The location of the Mississippi window posed a problem to Tiffany's designers
because of its lack of direct sunlight. Tiffany's knowledge of light and color theories
helped to solve this problem by the use of lighter hues in the glass as by placing St.
James in a white tunic. The tunic is layered under a light green draped robe.

I

Apostolos-Cappadona, 80.
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Fig. 70. Tiffany Studios, Mississippi Memorial, "St. James the Less," c. 1908, Old
Blandford Church, Petersburg, Photograph courtesy of the Petersburg Museums.
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Old Blandford Church

Window: Tennessee, "St. Philip"
Date: c. 1908
Dimensions: 8 ft 10 in

x

3 ft 2 in

Location: East wall ofNorth wing
Located on the Eastern wall of theNorth wing and around the comer from the
Mississippi window is the window donated by Tennessee. (fig. 71) The window
depicts the figure of St. Philip who was one of the first called apostles and a
missionary to Syria and Greece. 1 Presumably, he had banished a serpent worshipped
by a cult in the Temple of Ares. The priest of this cult captured him and crucified the
saint upside down in Hierapolis. He is commonly represented as he is at Old
Blandford as a bearded middle-aged man with a staff containing a cross at the top
This staff was used to banish the serpent. The saint is also portrayed with an open
book, often used to symbolize the dissemination of wisdom, and a pen, an instrument
of authorship commonly seen in representations of Christian theologians and writers.
St. Peter is depicted standing in an overgrown background full of trees, bushes,
and flowers similar to that seen in the Georgia, Florida, North Carolina, South
Carolina, and Mississippi windows. The effect of looking through a variety of plants
and bushes was created by the process of embedding bits of colored glass into a large
sheet of clear glass. Modified from an old Venetian technique, Tiffany revived the
method to create what became known as confetti, fractured, and foliage glass. This
foliage glass was used frequently in the backgrounds of landscape and floral windows
to produce a diffused sense of looking through dense vegetation. Although the
backgrounds in these five windows have similarities, such as cypress trees protruding
over the shoulders of the saints and clumps of fluffy bushes and trees, there are slight
1

Apostolos-Cappadona, 277-78.
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differences between them. For instance, in the Tennessee window St. Philip is flanked
on his proper left by a stalk of lilies, a symbol of purity, and on his proper right by
daffodils, a common element in Tiffany's windows.
The window's inscription below reads, "To the Glory of God and In Loving
Memory of Our Heroes of Tennessee. To Live In Hearts We Leave Behind is Not to
Die" The signature of"TIFFANY STUDIOS NEW YORK" is present at the lower
right comer of the window.
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Fig. 71. Tiffany Studios, Tennessee Memorial, "St. Philip," c. 1908, Old Blandford
Church, Petersburg, Photograph courtesy of the Petersburg Museums.
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Old Blandford Church

Window: Georgia, "St. Thomas"
Date: c. 1912
Dimensions: 8 ft 10 in x 3 ft 2 in
Location: East wall ofNorth wing
To the left of the Tennessee window on the East wall of theNorth wing is the
window dedicated to the soldiers from Georgia. (Fig. 72) The figure of St. Thomas
was chosen for the window set in a background of foliage. St. Thomas was frequently
known as "Doubting Thomas" due to his skepticism concerning the Christ's
Resurrection, as per John 20:25. This reputation seems to have inspired the depiction
of St. Thomas in the Tennessee window with his right hand on his chin suggesting a
gesture of contemplation. In his left hand he holds a large carpenter's square over his
left shoulder indicating his role as patron saint of architects. 1 His connection with
architects is contained in a legend from India in which Thomas was commissioned to
build a palace for King Gondoforus. Instead of building the palace Thomas gave the
construction money to the poor, enraging the king who vowed revenge. In a dream
the king was visited by his dead brother who had informed him that Thomas had built
a magnificent palace for the king in heaven. Thomas was forgiven, explaining that one
could build a treasure in heaven by disbursing faith and charity in this life.
St. Thomas is clothed in a beautiful multicolored robe appearing to have many
layers. The drapery glass used to create the robe displays blues and greens with
rippled patterns resembling moire silk.
At the bottom of the window is the inscription, "To the Glory of God and In
To
Memory of Georgia's Brave Sons Who Died For the Right [sic] Giving Their Lives

I

Sill, 15.
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the Confederate Clause." The window is signed "TIFF ANY STUDIOS NEW YORK"
in block capital letters at the lower right comer.
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Fig. 72. Tiffany Studios, Georgia Memorial, "St. Thomas," c. 1912, Old Blandford
Church, Petersburg, Photograph courtesy of the Petersburg Museums.
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Old Blandford Church
Window: Florida, "St. Matthew"
Date: c. 1908
Dimensions: 8 ft 10 in

x

3 ft 2 in

Location: West wall ofNorth wing
Directly opposite the Georgia window on the West wall of theNorth wing is the
window donated by the state of Florida. (Fig. 73) Chosen for the window was the
figure of St. Matthew set before a verdant landscape. St. Matthew is credited with
having written the first Gospel.1 Previous to his association with Jesus Christ he was a
tax collector for the Romans and was usually depicted with a money bag or purse. In
this case, Tiffany and his designers portrayed the saint standing fairly straight clutching
a closed book, symbolizing St. Matthew's authorship of the Gospel.
Below the figure of St. Matthew is the inscription, "Florida Dedicates This
Window To the Glory of God and In Sacred Memory ofHer Confederate Dead. To
Them Which Sat In the Region And Shadow of Death Light is Sprung Up." The
window is signed in capital block letters "TIFF ANY STUDIOSNEW YORK."

I

Sill, 44-45.
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Fig. 73. Tiffany Studios, Florida Memorial, "St. Matthew," c. 1908, Old Blandford
Church, Petersburg, Photograph courtesy of the Petersburg Museums.
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Old Blandford Church
Window: Texas, "St. Luke"
Date: c. 1908
Dimensions: 8 ft 10 in

x

3 ft 2 in

Location: West wall ofNorth wing
Located to the left of the Florida window is the window commemorating the
soldiers from Texas who died in the Civil War. (Fig. 74) Depicted in the window is
the figure of the physician and evangelist St. Luke. He is portrayed here standing with
his weight on his left leg before a lush background. He holds in his left hand a rolled
parchment symbolic of his authorship of his Gospel and the Acts of the Apostles. His
right hand is placed upon his chin in a gesture of contemplation.
The inscription at the bottom of the window reads, "In Memory of the Brave
Texans Who Fell In and Around Petersburg, Virginia For the Cause They Knew To Be
Right. Come From the Four Winds 0 Breath and Breathe Upon These Slain That They
May Live." The window is signed at the lower right corner in capital block letters,
"TIFFANY STUDIOS NEW YORK.

II
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Fig. 74. Tiffany Studios, Texas Memorial, "St. Luke," c. 1908, Old Blandford
Church, Petersburg, Photograph courtesy of the Petersburg Museums.

176
Old Blandford Church
Window: Alabama, "St. Andrew"
Date: c. 1908
Dimensions: 8 ft 10 in

x

3 ft 2 in

Location: North wall to the left ofmain entrance
Located to the left ofthe main entrance on the North wall is the window donated
by the state ofAlabama. (Fig. 75) It contains the figure ofSt. Andrew who was
known to have converted many people to the teachings ofJesus Christ.' St. Andrew's
prolific nature threatened the current Greek officials and he was arrested and crucified
on an X-shaped cross. In the Alabama window the saint is depicted with this X
shaped cross at his right side and he holds a book in his left hand, a symbol oflearning,
teaching and writing. Unlike the books held by the saints in the Florida, Tennessee
and Mississippi windows, the one held by St. Andrew appears to be bound with
decorative elements, albeit simple, at the upper and lower left corners, and perhaps a
buckle or clasp at the right. The significance ofthis is unknown. Over St. Andrew's
left shoulder a palm frond, a symbol ofmartyrdom, can be seen.
The inscription at the base ofthe window reads, "To the Glory ofGod and In
Sacred Memory ofAlabama's Brave Confederate Band. Brave Men May Die, Right
Has No Death, Truth Never Shall Pass Away ... The signature of"TIFFANY
STUDIOS NEW YORK" appears at the lower right corner in block capital letters.

1

Apostolos-Cappadona, 23.
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Fig. 75. Tiffany Studios, Alabama Memorial, "St. Andrew," c. 1908, Old Blandford
Church, Petersburg, Photograph courtesy of the Petersburg Museums.
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Old Blandford Church
Window: "Cross of Jewels"
Designer: Louis Comfort Tiffany
Date: c. 1910
Location: Above West entrance
The window located over the West door of the church is the only compass
window without a figural subject As noted previously, the state ofKentucky declined
the offer of the Ladies Memorial Association to donate a memorial window to the
soldiers fromKentucky who lost their lives during the Civil War. This was due to the
fact that they were currently doing other memorial work locally and could not afford
to do both. The creation of this extra window allowed Tiffany to design a beautiful
cross made from his precious glass jewels. (Fig. 76) It was designed and donated to
Blandford Church by Louis C. Tiffany "in the spirit of reconciliation". 1
The inscription at the base of the window reads, "Glory to God In the Highest
and On Earth Peace Good Will Toward Men."

I

Nichols, 15.
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Fig. 76. Tiffany Studios, "Cross of Jewels," c. 1910, Old Blandford Church,
Photograph courtesy of the Petersburg Museums.
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Windows: Ornamental Windows; LadiesMemorial Association, Maryland, Arkansas
Date: c. 1909
Location: Transom above West entrance andNorth wall ofNorth wing
Differing in shape and theme are the windows dedicated to the LadiesMemorial
Association and to the states ofMaryland and Arkansas. (Fig. 77) Located in the
transom above the West entrance is the window donated by the LadiesMemorial
Association ofPetersburg, Virginia. The central figure of the window is the
Confederate emblem encircled by a garland of myrtle, a symbol of love and peace. On
either side of the emblem are circles supported by amber ribbons holding the dates
1861 and 1865 which signify the beginning and ending dates of the Civil War.
Bordering above the central images of the semicircular window are the words "Ladies
Memorial Association ofPetersburg, VA." Below are the words, "InMemorium,"
flanked by the dates 1866, the year that the LadiesMemorial Association was formed,
and 1909, the year the window was supposedly installed.'
The windows donated by the states ofMaryland and Arkansas are located near
the ceiling on the North wall of the North wing of the church. Too small and far from
the viewer to accommodate a figural theme these windows were designed to
complement the Ladies Memorial Association window. They are nearly identical, with
their circular wreathes of myrtle surrounding each subsequent state seal, and the
inscription suspended by a blue ribbon. The inscription of theMaryland window
reads, "To the Glory of God and In LovingMemory ofMaryland's Heroic Sons." The
Arkansas window bears the inscription, "To the Glory of God and InMemory of
Arkansas Soldiers Who Died For Their State."

'Nichols, 7
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Fig. 77. Tiffany Studios, Ornamental Windows, "Ladies Memorial Association,"
"Maryland," "Arkansas," c. 1909, Old Blandford Church, Petersburg, Photograph
courtesy of the Petersburg Museums.
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Washington Street United Methodist Church
Address: Washington St, Petersburg
Window: Harrison Memorial, "St. John on the Island onPatmos"
Date: 1917
Location: East wall
Dimensions: 8 ft

x

4 112 ft

The history of the Washington Street Methodist Church began in the 1770's as a
transient congregation searching for a place in which they could be free to worship.
After a variety of locales and many years the present Washington Street Methodist
Church was dedicated in 1842. The Greek Revival building is home to the city's only
known stained-glass window by Louis Comfort Tiffany, other than those located at
Blandford Church. Like Monumental Church, in Richmond, Virginia, Washington
Street was also a mother church. From the Washington Street Methodist Church
sprang all the other Methodist churches in the area. 1
The building was renovated in 1907 when the church began to replace a number
of their clear glass windows with stained-glass memorial windows, as was the popular
trend during that period. Among these was one from Tiffany Studios to commemorate
Richard A. Harrison, (1836-1915). The scene represents John on the Island ofPatmos
where the saint had been exiled. (Fig. 78) During John's exile he wrote the Book of
Revelation, the final book of the New Testament. He is pictured in the Harrison
window, as in the Virginia window at Blandford, as a young, beardless man in a
purple/pink robe. Another similarity is the placement of John before a lush landscape.
Here the similarities end. The portrayal of St. John in the Harrison window is more
dramatic, showing movement as he pulls the hood of his cape up to cover his head.

l Gem." Richmond Times
l John Pope, "Gather Together: Petersburg, An Architectura
Dispatch, 8 September 1996, sec. L, p. l.
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There is also a more naturalistic feeling to the Harrison window as if John had been
walking through the beautiful opulent vista which he sees around him. The saint is
shown holding an open book in his left hand and a writing instrument in the other,
which also holds his cape, a reference to his Book of Revelations which was written
during his banishment to the island.
The window is signed at the bottom right comer in red enamel paint, "TIFF ANY
STUDIOS N.Y. 1917." (Fig. 79) This is the only signature in this area which appears
in red enamel. Alastair Duncan states that this red enamel block lettering came into
view most frequently after 19002 The upper and lower sections of the window have
been fitted to allow for ventilation of the building, and the interior of the sanctuary is
designed much like St. Paul's Church in Richmond in the placement of the stained
glass windows along the side walls and gallery.

2 Duncan, 191.
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Fig. 78. Tiffany Studios, Harrison Memorial, "St. John on the Island ofPatmos,"
1917, Washington Street United Methodist Church, Petersburg, Photograph by the
author.
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Fig. 79. Tiffany Studios, Detail of Signature, Harrison Memorial, "St. John on the
Island of Patmos," 1917, Washington Street United Methodist Church, Petersburg,
Photograph by the author.

Conclusion
Louis Comfort Tiffany had a profound effect on the quality and style of
American stained-glass during the tum of the twentieth century. His experience as a
colorist in painting, as well as his love of nature inspired thousands of stained-glass
windows created for clients in the fifty states and abroad eager to capture his vision of
beauty in colored glass. His innovations and prolific nature, not to mention his
connection with the famous Tiffany & Company empire, made his name almost
synonymous with the stained-glass craft. Driven by a desire to eliminate the use of
enamels on glass, Tiffany developed and adopted many techniques in glassmaking to
achieve the effects of fleshtones, hair, foliage, and fabric. He succeeded in this
endeavor creating what became known as drapery glass, foliage, or confetti glass, and
mottled, or fractured glass. If the use of these could not achieve the desired effects,
plating could be used to create depth or to shade a particular area. He even
incorporated the use of glass "jewels," created by pouring molten glass into smooth or
faceted molds for the centers of flowers, crosses, or decorative borders.
It is sometimes difficult to distinguish a Tiffany window from others made by
some of Tiffany's contemporaries. Tiffany had a number of designers and artisans
working in his Studio. These designers and artisans were known to have branched off
on their own or worked at rival studios when production was slow. Besides these
factors, Tiffany kept less than perfect records on the products manufactured in his
many studios. The windows were not consistently signed, and booklets published by
Tiffany Studios did not cover the entire duration of their business, or include all
windows commissioned and made by the Studios. This, combined with the lack of
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records found locally concerning the Tiffany windows in Richmond and Petersburg,
Virginia, created a long and difficult search for information. Discoveries made during
this search include an original black and white drawing from the Tiffany Glass &
Decorating Company of the Mayo Memorial window entitled, the "Te Deum," at All
Saints Episcopal Church on River Road, Richmond. Several newspaper articles were
found regarding the unveiling of many of the windows revealing important dates.
Vestry and Session Minutes were also consulted for installation dates and brief
descriptions of these windows.
Over fifty Tiffany windows are still extant in the Richmond and Petersburg area.
This catalog has documented, described, and analyzed these windows, using the
existing information noted above, in order to present a current directory and source.
Since the installation of these windows, much of their importance and significance has
been lost. Many windows are not in their original housings. This catalog is presented
to restore and preserve some of this significance for the current and future generation.

Selected Bibliography
All Saints Episcopal Church. Vestry Minutes. Virginia Historical Society. Richmond,
Virginia.
"American Progress in the Manufacture of Stained Glass." Scribner's Monthly. 21
(January 1881): 485-86.
Apostolos-Cappadona, Diane. Dictionary of Christian Art. New York: Continuum
Publishing Co, 1994.
Art Work of Richmond. Chicago: W.H. Parish Publishing Co., 1897.
Bing, S.[amuel]. La Culture Artistique en Amerique. [Artistic America. Tiffany Glass
and Art Nouveau.] Paris: Privately printed, 1896; reprint, Cambridge: MIT
Press, 1970.
Blanton, Wyndham B. The Making of a Downtown Church: The History of the
Second Presbyterian Church. Richmond. Virginia: 1845-1945. Richmond: John
Knox Press, 1945.
Bordes, Marilynn Johnson. "America's Dream Garden: The Stained Glass Season."
Apollo 111 (May 1980): 394-98.
Breck, Joseph. "Louis C. Tiffany's Window." Metropolitan Museum of Art Bulletin.
20 (1925): 287-88.
Briggs, Martha Wren. The Compass Windows of Old Blandford Church: A Tribute
in Tiffany Glass. Sedley, Va: Dory Press, 1992.
Burke, Doreen Bolger. "Louis Comfort Tiffany and His Early Training at
Eagleswood, 1862-1865 " The American Art Journal. 19, no. 3. (1987): 2939.
Burlingham, Michael John. The Last Tiffany: A Biography of Dorothy Tiffany
Burlingham. New York: Atheneum, 1989.
"Louis Comfort Tiffany: Photographer-In-Charge." History of
Photography. 4, no. 4 (October 1980): 337-42.
Caffin, Charles H. "Decorated Windows." The Craftsman. 3, no. 6 (March 1903):
188

189

350-60.

Cassou, Jean, EmilLangui, andNikolaus Pevsner. Gateway to theTwentieth Century:
Art and Culture in a Changing World. New York: McGraw-Hill Book
Company, Inc., 1962.

Clute, Eugene. "Techniques in Modem Mosaics." TheArchitectural Forum. 56, no.
1 (January 1932): 69-76.
Cohen, Sam. "The Mitteldorfer Window-How WeAcquired It."
Ahabah 20, no. 6 (February 1964): 5.

Congregation Beth

Connick, Charles l Adventure inLight and Color: An Introduction to the Stained
Glass Craft. New York: Random House, 1937.
Cortissoz, Royal. JohnLa Farge: A Memoir and a Study. Boston: Houghton Miffiin
Co., 1909.
Dabney, Virginius. Richmond: The Story of a City. New York: Doubleday &
Company, Inc., 1976.
"The Davis Memorial." The Richmond Dispatch. 17April 1898, 14.
DeKay, Charles. TheArt Work ofLouis C. Tiffany. New York: Doubleday, Page,
1914; reprint, Poughkeepsie, NY.: Apollo, 1987.
De Quelin, Rene. "A Many Sided Creator of the BeautifuL" Arts and Decoration, no.
17 (1922): 176-77.
"ThisTe Deum Is Sung in Glass." The International Studio. LXVI
(January 1923): 360-61.
Plans of the SymbolsTogether With a Key to the Symbolism As Found in
the Decorations Recently Executed in Westminster Church By theTiffany
Studios ofNew York City. Buffalo, 1903.
Duncan, Alastair. Leaded Glass: a handbook of techniques. New York: Watson
Guptill Publications, 197 5.
"Light andLandscape inTiffany Windows."

Connaissance desArts,

190

November 1980, 105-112.
Louis Comfort Tiffany. New York: Hany N. Abrams
Inc., 1992.

1981.

Tiffany at Auction. New York: Rizzoli International Publicatio
ns Inc.,

__.__ Tiffany Windows. New York: Simon and Shuster,

1980.

"Ginter Mausoleum." Richmond Dispatch. 24 April 1898, 10
Grace and Holy Trinity Church. Records and Vestry Minutes. Virginia Historical
Society. Richmond, Virginia.
Grace Street Presbyterian Church. Session Minutes. Union Theological Seminary
Library. Richmond, Virginia.
Heinigke, Otto. "Rambling Thoughts of'A Glass Man.'" The Craftsman. 3, no. 3
(December 1902): 170-82.
Holiday, Ann . "Window Works." NewsLeader, 23 February 1990, 19, 23.
"How the Rich Are Buried." The Architectural Record 10, no. 1 (1900): 23-51.
Hughes, Jennie. All Saints Episcopal Church: Richmond Va: 1855-1958. Garrett &
Massey Inc., 1960.
Illustrated Richmond. Richmond: Clyde W. Saunders and C.W Bowers, 1908.
Jackson, Holbrook. The Eighteen Nineties: A Review of Art and Ideas at the Close
of the Nineteenth Century.

New York: Alfred A Knopf Inc, 1922.

Johnson, Ophelia. "Shedding New Light on a Very Old Church." Richmond Times
Dispatch, 2 February 1996, sec. D, 5.
Koch, Robert. Louis C. Tiffany. Rebel in Glass.

New York: Crown Publishers Inc.,

1966 .
. The Stained Glass Decades: A Study ofLouis Comfort Tiffany (18481933) and the Art Nouveau in America. Ph.D. diss., Yale University, 1957.

----

191
Lauber, Joseph. "European versus American Color Windows." The Architectural
Record 31 (February 1912): 139-151.
Lee,Ruth Webb.
Company.

Sandwich Glass: The History of the Boston & SandwichGlass
Massachusetts: Lee Publications,1966.

Levi,Dean. "EpiscopalLandmark Downtown Was Razed in 1961."
Leader. 21 February 1991, 16.
"Louis C. Tiffany."

Richmond News

Art News 31 (21 January 1933): 8.

Low,Will. " OldGlass in New Windows."

Scribner's Magazine 4 (1888): 675-86.

McKean, Hugh F. The"Lost" Treasures ofLouis ComfortTiffany. Garden City,
N.Y.: Doubleday and Co. , 1980.
"Louis Comfort Tiffany As I Remember Him."

Winter Park,Fla.: Rollins

Press, 1977.
"Tiffany Windows."

American Craft 40 (October/November 1980): 29-

32,65.
Mitchell,Mary H. Hollywood Cemetery: The History of a Southern Shrine.
Richmond: Virginia StateLibrary,1985.
Monumental Church.

Vestry Minutes.

Virginia Historical Society. Richmond,

Virginia.
Morrison,Andrew. Richmond. Virginia and the New South.

Richmond: Geo. W.

Engelhardt and Co., ca. 1899.
Nichols, Janet Bernard. Sketch of Old Blandford Church. 1957. Reprinted by the
Ladies Memorial Association, Petersburg,Virginia, 1990.
Pope, John. "Gather Together: Petersburg, An ArchitecturalGem."
Times-Dispatch. 8 September 1996. sec. L,1.
"Questions and Answers"

Richmond NewsLeader.

Richmond

16 November 1937.

192
Revi, Albert Christian. American Art Nouveau Glass. Camden,
N.J. : Thomas Nelson
and Sons, 1968.
Revolt in the Parlor. Winter Park, Fla.: The Parlor Press, 1969.
Richmond, Va, Her Advantages & Attractions. Richmond: J.L. Hill Printing Co.,
1895.
St. James Church. "The Christian Knight." The ParishGuide. 1 (3 June 1923).
St. James Episcopal Church. Vestry Minutes. Virginia Historical Society. Richmond,
Virginia.
St. Paul's Episcopal Church. Vestry Minutes. Virginia Historical Society. Richmond,
Virginia.
Schwarz, Philip J., ed., St. Paul's Episcopal Church: 150 Years. n.p. 1995.
Second Presbyterian Church. Session Minutes. Union Theological SeminaryLibrary.
Richmond, Virginia.
Sill, Gertrude Grace. A Handbook of Symbols in Christian Art. New York:
Macmillan Publishing Co. Inc., 1975.
Syford, Ethel. Examples of Recent Work from the Studios ofLouis C. Tiffany.
Tiffany Studios booklet, Boston: n.p. 1911; reprint, from New England
Magazine.

n.s. 45 (September 1911): 97-108.

Temple Beth Ahabah. Museum and Archives. Richmond, Virginia.
Tennyson, Hallam. Lord Alfred Tennyson: A Memoir. New York: The Macmillan
Company, 1897.
Tiffany, Louis Comfort. "American Art Supreme In ColoredGlass." The Forum. 15
(July 1893).
"Color and its Kinship To Sound-" The Art World. (May 1917): 142-43.
"The Gospel ofGood Taste." CountryLife in America. 19, no. 2
(November 1910):

lOS.

193
"TheTasteful Use ofLight."
373.
. "The Quest forBeauty,"

____

Scientific American. 104 (15 April 1911):

Harper'sBazaar. (December 1917): 43-44.

"What is the Quest ofBeauty?" The International Studio. 58 (1916):
lxiii.
Tiffany Favrile Glass Considered in Its ChronologicalRelationship. Tiffany Glass and
Decorating Company. n.d.
Tiffany Studios. A PartialList of Windows. n.p , 1910; reprint, Watertown,
Massachusetts: Tiffany Press, 1973.
Contracts. Centre HillMansionLibrary. Petersburg, Virginia.
"Memorial to James Caskie." Richmond NewsLeader. 7 December
1929.
"MemorialWindow." RichmondTimes-Dispatch. 7 December 1929.
Memorials in Glass and Stone. 1922.
"This A Memorable Day For City of Petersburg." The Daily Index Appeal. 3 June
1910, 1
"ToBeBuried To-Dayn Richmond Dispatch. 5 October 1897, 1.
Troubetzkoy,Ulrich. Richmond. City of Churches: A Short History ofRichmond's
Denominations and Faiths. n.p. 1957.
"Richmond's Historic St. James." Richmond Times-Dispatch. 9 October
1955.
"Unveiling Exercises at OldBlandford Church." The Daily Progress. 3 June 1910, I.
Waern, Cecilia. " The Industrial Arts of America, TheTiffany Glass & Decorating
Company." The International Studio. Vol. 11. 1897. pp. 156-65. Vol. 14.
1898. pp. 16-21.

194
Weddell, Elizabeth Wright. St. Paul's Church, Richmond, Va: Its Historic Years and
Memorials. Richmond: The William Byrd, Inc , 1931.
Warren, K. Lewis. "Episcopal Edifice is Historic Spot." Richmond News Leader. 17
January 1959.
Weinberg, Barbara H. The Decorative Work of John La Farge. New York: Garland
Publishing Inc., 1977.
Weisberg, Gabriel P. "Samuel Bing: Patron of Art Nouveau" Connoisseur 172
(December 1969): 294-99.
Wheeler, Candace. Yesterdays in a Busy Life. New York: Harper and Brothers
Publishers, 1918.

